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ÇÚÓ‡Ú‡ ˜‡ÒÚ Ì‡ èÓ„‡Ï‡Ú‡ Á‡ ÒÚËÔÂÌ‰Ë‡ÌÚË Â ÂÒÚÂÒÚ‚ÂÌÓ ‡Á‚ËÚËÂ Ì‡ Ë‰ÂËÚÂ Ì‡
ÇËÁÛ‡ÎÌËfl ÒÂÏËÌ‡, ÍÓÈÚÓ ÔÓ‰˙ÎÊ‡‚‡ ‰‡ ÒÂ ‚ÔÂ˜‡ÚÎfl‚‡, Û˜Û‰‚‡ Ë Á‡‰‡‚‡ ‚˙ÔÓÒË
Í˙Ï ÚÓ‚‡, ÍÓÂÚÓ ÌË Ó·Í˙Ê‡‚‡ ‚˙‚ ‚ËÁÛ‡ÎÌÓÚÓ ‚ÒÂÍË‰ÌÂ‚ËÂ Ì‡ „‡‰ÒÍËfl ÊË‚ÓÚ.

íÂÏËÚÂ, ÔÂ‰ÎÓÊÂÌË Ì‡ ‚ÚÓ‡Ú‡ „ÛÔ‡ ÒÚËÔÂÌ‰Ë‡ÌÚË Ò‡ ÙÓÏÛÎË‡ÌË Í‡ÚÓ ◊É‡‰˙Ú,
ÍÛÎÚÛÌÓÚÓ Ì‡ÒÎÂ‰ÒÚ‚Ó Ë ÌÓÒÚ‡Î„ËflÚ‡“, ◊é·‡ÁË Ì‡ ÚÛ‰‡, Ó·‡ÁË Ì‡ ÍÓÌÒÛÏ‡ˆËflÚ‡“ Ë
ÒÂ Ó·˙˘‡Ú Í˙Ï Ô‡ÏÂÚÚ‡ Á‡ ÒÂ·Â ÒË, Ò˙ı‡ÌÂÌ‡ ‚˙‚ ‚ÒÂÍË „‡‰. ÖÍÒÔÂÚÌËflÚ Ò˙‚ÂÚ
ËÁ·‡ Á‡ Â‡ÎËÁ‡ˆËfl ÔÓÂÍÚËÚÂ Ì‡ ıÛ‰ÓÊÌËÍ‡ ä‡ÒËÏË íÂÁËÂ‚ Ë Ì‡ ï-ÚÂÌ‰Ó,
ë‰ÛÊÂÌËÂ Á‡ „‡‰ÒÍË ËÁÒÎÂ‰‚‡ÌËfl Ò˙Ò ÒÂ‰ÒÚ‚‡Ú‡ Ì‡ ËÒÍÛÒÚ‚‡Ú‡. ÄÍÓ Ô˙‚ËÚÂ
ÒÚËÔÂÌ‰Ë‡ÌÚË, åËÎ‡ åËÌÂ‚‡ Ë ã˙˜ÂÁ‡ ÅÓfl‰ÊËÂ‚, ˜ËflÚÓ ÚÂÏ‡ ·Â ◊ëÓÙËfl Í‡ÚÓ
„ÎÂ‰Í‡“, ‡Ì‡ÎËÁË‡ı‡, ÍËÚËÍÛ‚‡ı‡ Ë ‰ËÂÍÚÌÓ ÒÂ Ì‡ÏÂÒ‚‡ı‡ ‚ Ò˙˘ÂÒÚ‚Û‚‡˘ËÚÂ
‡„ÂÒË‚ÌË Ô‡ÍÚËÍË Ì‡ „‡‰ÒÍ‡Ú‡ ÂÍÎ‡Ï‡ Ë Ò‡ÏÓ-ÂÍÎ‡Ï‡ ˜ÂÁ ·ËÎ·Ó‰Ó‚Â Ë
ÔÓ˘ÂÌÒÍË Í‡ÚË˜ÍË, ÚÓ ÒÂ„‡ ÒÏÂ Ò‚Ë‰ÂÚÂÎË Ì‡ ◊ÚÂÂÌÌË ÔÓÛ˜‚‡ÌËfl“. éÔÂ‰ÂÎflÌÂÚÓ
Ì‡ ÚÓ˜ÍË, Ù‡„ÏÂÌÚË, ÓÒÚ‡Ú˙ˆË Ë ÒÔÓÏÂÌË, Ô‡ÁÂ˘Ë ı‡‡ÍÚÂÌÓÚÓ Ë ÔÂ‚˙˘‡˘Ë „‡‰‡
‚ ÚÓ‚‡, ÍÓÂÚÓ ÔÂ‰Ë ‚ÂÏÂ ÒÂ Ì‡Ë˜‡¯Â ◊Ï‡ÎÍ‡Ú‡ Ó‰ËÌ‡“, ËÁ„‡‰Ë ◊ÍÓÎÂÍˆËfl“ ÓÚ
ÔËÏÂË, ÍÓflÚÓ ÔÓÚ‚˙Ê‰‡‚‡ ÛÒÂ˘‡ÌÂÚÓ ÏË, ˜Â „‡‰˙Ú ÌÂ Â Ò‡ÏÓ Ó·˘Ó ÔÓÒÚ‡ÌÒÚ‚Ó
Á‡ ‚ÒË˜ÍËÚÂ ÏÛ Ó·ËÚ‡ÚÂÎË, ÌÓ Ë ÍÓÏ·ËÌ‡ˆËfl ÓÚ ÓÚ‰ÂÎÌËÚÂ ◊„‡‰Ó‚Â“ Ì‡ ‚ÒÂÍË ÓÚ Ì‡Ò.
íÂ ÌÂ ‚ËÌ‡„Ë ÒÂ ÒÔÓfl‚‡Ú ·ÂÁÍÓÌÙÎËÍÚÌÓ ‚ Ó·˘Ó ˆflÎÓ, ‡ ÔË‚˙Á‡ÌÓÒÚÚ‡ Í˙Ï Úflı
ÔÓ‡Ê‰‡ Ò˙ÏÌÂÌËÂÚÓ ‰‡ÎË „‡‰ ëÓÙËfl Ò˙˘ÂÒÚ‚Û‚‡ ‚Â˜Â Ë/ËÎË Ó˘Â ËÁ‚˙Ì ÌË‚ÓÚÓ Ì‡
ÔÂÒÓÌ‡ÎÌËfl ÌË ÓÔËÚ, Ë‰Â‡ÎË Ë ÏÂ˜ÚË.

íÓ‚‡ Â ‚‡ÊÂÌ ÔËÌÓÒ ‚ ‡·ÓÚÌËfl ÔÓˆÂÒ Ì‡ ÇËÁÛ‡ÎÌËfl ÒÂÏËÌ‡, ‰ÓÍÓÎÍÓÚÓ
ÔÂ‰ÔÓÎ‡„‡ Â‰ËÌ ‚Ë‰ ‚˙‚ÎÂ˜ÂÌÓÒÚ ‚ ÊË‚ÓÚ‡ Ì‡ „‡‰‡, ÓÒÌÓ‚‡Ì‡ Ì‡ ÔÓÛ˜‚‡ÌÂ Ë
‡ÁÏËÒ˙Î Á‡ ÎË˜ÌËÚÂ ÔÓÁËˆËfl Ë ‚˙ÁÔËflÚËÂ. ç‡ Ú‡ÁË ÓÒÌÓ‚‡ ‚˙‚ÎÂ˜ÂÌÓÒÚÚ‡ Ì‡
ÎË˜ÌÓÒÚÚ‡ Â ÔÂ‰ÎÓÊÂÌ‡ Í‡ÚÓ ÏÓ‰ÂÎ Á‡ ‚˙ÁÏÓÊÌÓ ‡Ì„‡ÊË‡ÌÂ Ò ÊË‚ÓÚ‡ Ì‡ „‡‰‡.
í‡Í‡ ‚ÚÓ‡Ú‡ „ÛÔ‡ ÓÚ ÒÚËÔÂÌ‰Ë‡ÌÚË ÌÂ Ò‡ÏÓ Â‡ÎËÁË‡ Ò‚ÓËÚÂ ÔÓÂÍÚË, ÌÓ
ÔÂ‰ÎÓÊË Ë ÏÓ‰ÂÎ Á‡ ÚÓ‚‡, Í‡Í ‰‡ ÒÂ ÔÂ‰ËÁ‚ËÍ‡ Â‡ÍˆËflÚ‡ Ì‡ ÓÚ‰ÂÎÌËfl ÊËÚÂÎ Ì‡
ëÓÙËfl Í˙Ï Ò‡ÏËfl „‡‰, Í‡ÍÚÓ Ë Í˙Ï ÔÓ·ÎÂÏ‡ÚËÍ‡Ú‡ Ì‡ ÇËÁÛ‡ÎÌËfl ÒÂÏËÌ‡.

ç‡ÒÚÓfl˘ÂÚÓ ËÁ‰‡ÌËÂ ÔÂ‰ÒÚ‡‚fl ÂÁÛÎÚ‡ÚËÚÂ ÓÚ ‡·ÓÚ‡Ú‡ Ì‡ ÒÚËÔÂÌ‰Ë‡ÌÚËÚÂ Á‡Â‰ÌÓ Ò
‚˙ÔÓÒËÚÂ, ÍÓËÚÓ Úfl ÔÓ‡Ê‰‡. çflÍÓË ÓÚ ÓÚ„Ó‚ÓËÚÂ ÔÓÚ˙ÒËıÏÂ Ì‡ ÔÓ‰˙ÎÊ‡‚‡˘ËÚÂ
ÔÛ·ÎË˜ÌË ‰ËÒÍÛÒËË*, ÍÓËÚÓ Ò˙·Ë‡Ú ‡ıËÚÂÍÚË, ıÛ‰ÓÊÌËˆË, ËÌÚÂÎÂÍÚÛ‡ÎˆË, „‡‰ÒÍË
ÔÓÎËÚËˆË, ÊËÚÂÎË Ì‡ ëÓÙËfl, ‚ÒÂÍË Ò˙Ò Ò‚ÓË Û·ÂÊ‰ÂÌËfl Ë ÏÂÒÚÂÌ Ô‡ÚËÓÚËÁ˙Ï.
àÁÍ‡Á‡ÌËÚÂ ÏÌÂÌËfl Ì‡ Ò‚ÓÈ Â‰ ÔÓ‚ÓÍË‡ı‡ Ó˘Â ‚˙ÔÓÒË.

íÂÚËflÚ ˆËÍ˙Î ÓÚ èÓ„‡Ï‡Ú‡ Á‡ ÒÚËÔÂÌ‰Ë‡ÌÚË Ò ÚÂÏ‡ ◊äÎË¯ÂÚÓ Í‡ÚÓ Ë‰ÂÌÚË˜ÌÓÒÚ“
Á‡ÔÓ˜Ì‡ ÔÂÁ Ï‡È 2004 „Ó‰ËÌ‡. îÓÚÓ„‡ÙËÚÂ ÅÓËÒ åËÒËÍÓ‚ Ë ÉÂÓ„Ë ÅÓ„‰‡ÌÓ‚
‚˙‚flÚ ◊èÓ ÒÎÂ‰ËÚÂ Ì‡ Ò‚ÂÚÎÓÚÓ ·˙‰Â˘Â“, ‡ ÉÂÓ„Ë ÉÓÒÔÓ‰ËÌÓ‚, ‚ Ò˙ÚÛ‰ÌË˜ÂÒÚ‚Ó Ò
üÌ‡ ÉÂÌÓ‚‡, Ò˙Á‰‡‚‡Ú ◊àÌ‚ÂÌÚ‡Ì‡ ÍÌË„‡ Ì‡ ÒÓˆË‡ÎËÁÏ‡“. èÓ‰˙ÎÊ‡‚‡ ‰‡
ÙÛÌÍˆËÓÌË‡ ◊ÉÓÂ˘‡Ú‡ ÎËÌËfl Á‡ ‚ËÁÛ‡ÎÌË ÌÂÂ‰ÌÓÒÚË“, Ì‡ ÍÓflÚÓ Ò˙·Ë‡ÏÂ ÏÌÂÌËfl
Ë ÔÂ‰ÎÓÊÂÌËfl Ì‡ ‚ÒË˜ÍË ÊÂÎ‡Â˘Ë ‰‡ ÒÂ ‡Ì„‡ÊË‡Ú Ò ‰ËÒÍÛÒËflÚ‡.

ÇËÁÛ‡ÎÌËflÚ ÒÂÏËÌ‡ ÒÂ ÒÚÂÏË ‰‡ ÔÓ‚ÓÍË‡ Ë ‰‡ ÔÂ‰ËÁ‚ËÍ‚‡ Ó·Ò˙Ê‰‡ÌËfl Ì‡
ÒÚ‡‚‡˘ÓÚÓ Ò „‡‰‡, ‚ ÍÓÈÚÓ ÊË‚ÂÂÏ, Ë Ì‡ ÒÎÛ˜‚‡˘ÓÚÓ ÒÂ Ò Ì‡Ò Í‡ÚÓ ÊËÚÂÎË Ì‡ ÚÓÁË
„‡‰. èÓ‰˙ÎÊ‡‚‡ÏÂ ‰‡ Ì‡Û˜‡‚‡ÏÂ Ë ‰‡ ÒÂ Û˜ËÏ, Ú‡ÁË ‡·ÓÚ‡ ÌflÏ‡ Í‡È.

ü‡ ÅÛ·ÌÓ‚‡

* ◊åÂÚ‡ÏÓÙÓÁË: Ô‡Á‡, ÂÍÒˆÂÒ Ë ÚÂÎ‡ Ì‡ ÒˆÂÌ‡Ú‡ Ì‡ ÔÂıÓ‰‡“, Ó·Ò˙Ê‰‡ÌÂ Ì‡ ÚÂÍÒÚ Ì‡ Ä. ä¸ÓÒÂ‚;
◊äÓÈ Á‡ÒÎÛÊ‡‚‡ Ë ÍÓÈ ËÒÍ‡ Ô‡ÏÂÚÌËˆË?“; ◊é·‡ÁË Ì‡ „‡‰‡, Ó·‡ÁË Ì‡ Í‡ÔËÚ‡Î‡“, ◊åÓÊÂ ÎË ËÁÍÛÒÚ‚ÓÚÓ Ë  
ıÛ‰ÓÊÌËˆËÚÂ ‰ÌÂÒ ‰‡ ·˙‰‡Ú ‡Ì„‡ÊË‡ÌË Ë Í‡Í ÒÂ ÒÎÛ˜‚‡ ÚÓ‚‡?“.
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The second part of the Fellows Program is a logical development of the ideas of the
Visual Seminar, which is continuously impressed, surprised and asking questions about
the visual environment of our daily urban existence.

The themes offered to the second group of fellows were defined as “The City, cultural
heritage and nostalgia” and “Images of labor, images of consumption”. These are
targeted at the memory of itself, which every city preserves. The Advisory Board selected
for realization the projects of the artist Krassimir Terziev and the group X-tendo, an
Association for city’s research with the means of the art. If the first two fellows Milla
Mineva and Luchezar Boyadjiev whose theme was “Sofia as a Sight”, were analyzing,
criticizing and directly interfering in the existing aggressive practices of urban
advertisement and self-advertisement through billboards and postcards, we are witnessing
now a “field research” in Sofia. The definition of locations, fragments, remnants and
memories that are keeping the characteristics of the city and are turning it into “a small
fatherland”, as we used to say in the past, are constructing a “collection” of samples,
which reconfirm for me the feeling that the city is not only a shared space for all its
inhabitants but also a combination of separate individual “cities”. These do not always
merge without conflict into a common whole. Their persistence raises the suspicion that
there is not yet and/or no more the city of Sofia outside of the private experiences, ideals
and dreams.

Within the working process of the Visual Seminar this is an important contribution as it
implies a certain kind of engagement in city life, which is based on research and reflection
over the individual position and perception. The engagement of the individual on such a
level is offered as a matrix of possible involvement in city life. Thus the second group of
fellows did not only materialize a research project but also provided a model for how to
activate the response of the single inhabitant of the city of Sofia to the city itself, as well as
to the agenda of the Visual Seminar.

This publication is presenting the results of the work of the fellows but it raises further
questions as well. We looked for some answers at the ongoing public debates* that
involved architects, artists, intellectuals, city politicians, and inhabitants of Sofia, each one
with his/hers views and local patriotism. Their statements and views provoked yet further
questions.

The third round of the Fellows Program of the Visual Seminar titled “Cliché as identity”
started in May 2004. The photographers Boris Missirkov and Georgi Bogdanov are
tracking “The Tracks of the Glorious Future” while Georgi Gospodinov, in collaboration
with Yana Genova, are building up “An Inventory Book of Socialism”. The Hotline for
Visual Irregularities is still functioning and we are collecting opinions and suggestions
from everybody who wants to contribute to the debate.

The Visual Seminar is trying to challenge and trigger discussions about what is happening
with this city where we are living and what is happening with all of us who live here. We
are still learning and discovering and there is no end to this kind of work.

Iara Boubnova

* “Metamorphosis: market, excess and bodies on the stage of transformation”, a discussion of Alexander Kiossev’s 
text; “Who deserves and who wants monuments?”; “Images of the city, images of capital”, “Can art and artists be 
engaged and how does this happen?”.
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ä‡ÒËÏË íÂÁËÂ‚

àÁ‚ËÌÂÚÂ, 
ÍÓÈ Â ÚÓÁË „‡‰?
èÓÂÍÚ ‚ Ó·Î‡ÒÚÚ‡ Ì‡ ËÌÚÛËÚË‚Ì‡Ú‡
„ÂÓ„‡ÙËfl

åËÒÎfl, ˜Â ÏÓÊÂ ÔÓÌÂ ÂÏÔËË˜ÌÓ ‰‡ ÒÂ
Ú‚˙‰Ë, ˜Â Ì‡¯ÂÚÓ ÂÊÂ‰ÌÂ‚ËÂ, Ì‡¯ËflÚ

ÏÂÌÚ‡ÎÂÌ ÓÔËÚ, Ì‡¯ËÚÂ ÍÛÎÚÛÌË ÂÁËˆË Ò‡
‰ÓÏËÌË‡ÌË ‰ÌÂÒ ÓÚ ÔÓÒÚ‡ÌÒÚ‚ÓÚÓ.

îîÂÂ‰‰ËËÍÍ  ÑÑÊÊÂÂÈÈÏÏËËÒÒ˙̇ÌÌ

◊àÁ‚ËÌÂÚÂ, ÍÓÈ Â ÚÓÁË „‡‰?“ Â ‚ËÁÛ‡Î-
ÌÓ ËÁÒÎÂ‰‚‡ÌÂ Ì‡ Ò‚ÂÚ‡ Ì‡ ÂÊÂ‰ÌÂ‚ËÂ-
ÚÓ Ì‡ Â‰ËÌ „‡‰ ‚ ÍËÁ‡ – ëÓÙËfl, Å˙Î-
„‡Ëfl. íÓ‚‡ Â Ì‡·Î˛‰ÂÌËÂ Ì‡ ÔËÒ˙ÒÚ-
‚ËÂÚÓ/ÓÚÒ˙ÒÚ‚ËÂÚÓ Ì‡ Ô‡ÏÂÚ ‚ ÔÓÒÚ-
‡ÌÒÚ‚ÂÌËÚÂ Ô‡ÍÚËÍË Ì‡ Ó·ËÚ‡ÚÂÎËÚÂ
Ì‡ „‡‰‡, Ì‡·Î˛‰ÂÌËÂ, Ì‡ÚÓ‚‡ÂÌÓ Ò
ÔÂÁÛÏÔˆËflÚ‡, ˜Â ÔÓÒÚ‡ÌÒÚ‚ÓÚÓ Ë„-
‡Â ‚‡ÊÌ‡ ÓÎfl ‚ ÍÛÎÚÛÌËÚÂ Ë ÒÓˆËÓ-
ËÍÓÌÓÏË˜ÂÒÍË Ó·˘ÂÒÚ‚ÂÌË Ô‡ÍÚËÍË Ë
ÒÚÛÍÚÛË.

Ç Ò‚Ófl ÚÛ‰ “The Production of Space”
(1974), ÄÌË ã¸ÓÙÂ· ‡Á„ÎÂÊ‰‡ 
(Ó·˘ÂÒÚ‚ÂÌÓÚÓ) ÔÓÒÚ‡ÌÒÚ‚Ó Í‡ÚÓ (Ó·-
˘ÂÒÚ‚ÂÌ) ÔÓ‰ÛÍÚ Ë ‰ÂÙËÌË‡ ÚË „Î‡‚-
ÌË ÍÓÌˆÂÔˆËË Ì‡ Ò‚Ófl ÔÓÂÍÚ – ÔÓÒÚ-
‡ÌÒÚ‚ÂÌË  Ô‡ÍÚËÍË (Ì‡¯ËÚÂ ‚˙ÁÔËfl-
ÚËfl),  ÂÔÂÁÂÌÚ‡ˆËË Ì‡ ÔÓÒÚ‡ÌÒÚ‚Ó
(Ì‡¯ËÚÂ Ë‰ÂË) Ë ÂÔÂÁÂÌÚ‡ÚË‚ÌË
ÔÓÒÚ‡ÌÒÚ‚‡ (ÔÓÒÚ‡ÌÒÚ‚‡Ú‡ Ì‡ ÊË-
‚ÂÂÌÂ – ÔÂÊË‚ÂÌËÚÂ ÔÓÒÚ‡ÌÒÚ‚‡).
èÓÒÚ‡ÌÒÚ‚ÂÌËÚÂ Ô‡ÍÚËÍË ÔË ÌÂÓ-
Í‡ÔËÚ‡ÎËÁÏ‡ ÒÔÓÂ‰ ã¸ÓÙÂ· ÔÂ‚˙Ô-
Î˙˘‡‚‡Ú ·ÎËÁÍ‡Ú‡ ‡ÒÓˆË‡ˆËfl ‚ Ó·ÓÁ-
ËÏÓÚÓ ÔÓÒÚ‡ÌÒÚ‚Ó ÏÂÊ‰Û ÂÊÂ‰ÌÂ‚-
Ì‡Ú‡ Â‡ÎÌÓÒÚ (ÛÚËÌ‡Ú‡ Ì‡ ÂÊÂ‰ÌÂ‚Ë-
ÂÚÓ) Ë „‡‰ÒÍ‡Ú‡ Â‡ÎÌÓÒÚ (Ô˙ÚË˘‡Ú‡ Ë
ÏÂÊËÚÂ, ÍÓËÚÓ Ò‚˙Á‚‡Ú ‡Á‰ÂÎÂÌËÚÂ
ÏÂÒÚ‡ Á‡ ‡·ÓÚ‡, ˜‡ÒÚÂÌ ÊË‚ÓÚ Ë ÔÓ-
˜Ë‚Í‡). Ç Ò‚ÓÂÚÓ ËÁÒÎÂ‰‚‡ÌÂ ÒÂ ÓÔËÚ-
‚‡Ï ‰‡ ÔÓ‰ÎÓÊ‡ Ì‡ ‡Ì‡ÎËÁ ÚÂÍÛ˘ËÚÂ
ÔÓˆÂÒË Ì‡ ÏÛÚ‡ˆËË ‚ ÒÓˆË‡ÎÌËÚÂ
Ô‡ÍÚËÍË Ë ÔÓÒÚ‡ÌÒÚ‚‡Ú‡ Ì‡ ÊË‚ÂÂ-

Krassimir Terziev

Excuse me, Which
City is This?
An intuitive geography project 

I think that it is at least empirically 
arguable that our daily life, our psychic 

experience, our cultural languages, 
are today dominated by space.

FFrreeddrriicc  JJaammeessoonn

“Excuse me, which city is this?” is a
visual exploration of the world of daily
life of a city in crisis – Sofia, Bulgaria.
This is an observation of the
presence/absence of memory in the
spatial practices of the inhabitants of the
city. It is an exploration which bears the
assumption that space has a major role
in the cultural and socio-economic prac-
tices and structures.

In “The Production of Space” (1974),
Henri Lefebvre studies the (public)
space as a (public) product and defines
three key concepts in his project – spa-
tial practices (our perceptions), repre-
sentations of space (our ideas) and
spaces of representation (spaces of liv-
ing – experienced spaces). According to
Lefebvre, spatial practices in neo-capi-
talism transform the close associative
link in the observable space between
daily reality (the routine of everyday life)
and city reality (the roads and networks
which connect the separate places for
work, private life and leisure. In my study
I attempt to analyse the current process-
es of mutation in the social practices
and spaces of living in a period of crisis
in the representations of space.

At the time of research, the city was
experiencing its fifteenth year of post-
communist existence. Until 1989 Sofia
was the capital of a “prosperpous”
socialist Bulgaria whose citizens met –
supposedly happily – the victory of real
socialism in the country in the 1980s.

After the collapse of socialism in 1989 a
period of transition to a market-oriented

Ö‰ËÌ ÙËÎÏ
(ËÌÒˆÂÌËÓ‚Í‡ Ì‡ ÙËÎÏÓ‚‡ ÔÓ‰ÛÍˆËfl), 2004.
îÓÚÓ„‡ÙËfl
A Film
(staging a film production), 2004. Photography
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ÌÂ ‚ ÔÂËÓ‰ Ì‡ ÍËÁ‡ Ì‡ ÂÔÂÁÂÌÚ‡-
ˆËËÚÂ Ì‡ ÔÓÒÚ‡ÌÒÚ‚Ó.

èÓ ‚ÂÏÂ Ì‡ ÚÓ‚‡ ËÁÒÎÂ‰‚‡ÌÂ „‡‰˙Ú
ËÁÊË‚fl‚‡ ÔÂÚÌ‡‰ÂÒÂÚ‡Ú‡ „Ó‰ËÌ‡ ÓÚ
Ò‚ÓÂÚÓ ÔÓÒÚ-ÍÓÏÛÌËÒÚË˜ÂÒÍÓ Ò˙˘ÂÒÚ-
‚Û‚‡ÌÂ. ÑÓ 1989 „Ó‰ËÌ‡ ëÓÙËfl Â ÒÚÓÎË-
ˆ‡Ú‡ Ì‡ ◊ÔÓÒÔÂË‡˘‡“ ÒÓˆË‡ÎËÒÚË-
˜ÂÒÍ‡ Å˙Î„‡Ëfl, ˜ËËÚÓ ÊËÚÂÎË ‚ ÒÂ-
‰‡Ú‡ Ì‡ 80-ÚÂ ËÏ‡ı‡ ˘‡ÒÚËÂÚÓ ‰‡ ÔÓÒ-
Â˘Ì‡Ú ÔÓ·Â‰‡Ú‡ Ì‡ Â‡ÎÌËfl ÒÓˆË‡ÎË-
Á˙Ï ‚ ÒÚ‡Ì‡Ú‡.

ëÎÂ‰ 1989-‡ Ë ÍÓÎ‡ÔÒ‡ Ì‡ ÍÓÏÛÌËÒÚË-
˜ÂÒÍËfl ÒÚÓÈ Á‡ÔÓ˜Ì‡ ÔÂËÓ‰ Ì‡ ◊ÔÂ-
ıÓ‰“ Í˙Ï Ô‡Á‡ÌÓ ÓËÂÌÚË‡Ì‡ Ó·˘ÂÒ-
Ú‚ÂÌ‡ ÒËÒÚÂÏ‡. ê‡‰ËÍ‡ÎÂÌ ‚ ÒÍ˙Ò‚‡ÌÂ-
ÚÓ Ò ÔÂ‰ıÓ‰ÌËÚÂ Ó·˘ÂÒÚ‚ÂÌË ÓÚÌÓ¯Â-
ÌËfl, ÔÂıÓ‰˙Ú ·Â ÔË‰ÛÊÂÌ ÓÚ ÒÂËË
ÓÚ ËÍÓÌÓÏË˜ÂÒÍË, ÍÛÎÚÛÌË Ë ÔÓÎËÚË-
˜ÂÒÍË ÍËÁË, ÒÎÂ‰‚‡ÌË ÓÚ ÍÓÛÔˆËfl Ë
ı‡ÓÒ Ì‡ ‚ÒË˜ÍË ÌË‚‡. ëÓÙËfl Í‡ÚÓ ÒÚÓ-
ÎËˆ‡ (ÔÓÒÎÂ‰Ì‡ ÍÂÔÓÒÚ Ì‡ Í‡ÔËÚÛÎË-
‡˘ËÚÂ ËÌÒÚËÚÛˆËË Ë ‚ıÓ‰ Í˙Ï ◊·ÂÁÍ-
‡ÈÌËÚÂ ‚˙ÁÏÓÊÌÓÒÚË“ ËÁ‚˙Ì ÒÚ‡Ì‡-
Ú‡) ÔÂÚ˙Ôfl flÁÍÓ ÔÓÍ‡˜‚‡ÌÂ Ì‡ Ì‡-
ÒÂÎÂÌËÂÚÓ ‚ ÂÁÛÎÚ‡Ú Ì‡ ‡ÒÚfl˘‡Ú‡
·ÂÁ‡·ÓÚËˆ‡ Ë ˆÂÌÚ‡ÎËÁË‡ÌÂÚÓ Ì‡
ÌÓ‚ËÚÂ Í‡ÔËÚ‡ÎË Ë ÔÓËÁ‚Ó‰ÒÚ‚ÂÌË
ÒÙÂË. íÓÁË ‰ÂÏÓ„‡ÙÒÍË ‚ÁË‚ Ì‡
ÙÓÌ‡ Ì‡ ÚÓÚ‡ÎÌËfl ÛÔ‡‰˙Í Ì‡ ËÌÒÚËÚÛ-
ˆËËÚÂ ‰Ó‚Â‰Â ‰Ó „‡‰ÒÍ‡ ÒÂ‰‡, ÓÒÚ‡-
‚ÂÌ‡ ËÁˆflÎÓ Ì‡ ˜‡ÒÚÌ‡ Ë ÎË˜Ì‡ ËÌËˆË-
‡ÚË‚‡. ä‡ÚÓ ÂÁÛÎÚ‡Ú „‡‰˙Ú ÒÂ ‡ÁÔ‡-
‰‡ Ì‡ ‡ÁÔÓÍ˙Ò‡ÌË ÔÓÂ‰ËˆË ÓÚ ÔÓÒÚ-
‡ÌÒÚ‚ÂÌË Ó„‡ÌËÁ‡ˆËË, ‚ÒflÍ‡ Ò˙Ò
ÒÓ·ÒÚ‚ÂÌ‡ ÎÓ„ËÍ‡, ËÚ˙Ï Ë Ô‡‚ËÎ‡.

èÓÂÍÚ˙Ú ËÁÒÎÂ‰‚‡ ÔÓˆÂÒËÚÂ Ì‡ ‡ÚÓ-
ÏËÁË‡ÌÂ Ì‡ „‡‰ÒÍ‡Ú‡ „ÂÓ„‡ÙËfl, ‡-
ıËÚÂÍÚÛ‡ Ë ÎÓ„ËÍ‡ Ì‡ ÔÓËÁ‚Ó‰ÒÚ‚Ó
Ì‡ Ó·˘ÂÒÚ‚ÂÌÓ ÔÓÒÚ‡ÌÒÚ‚Ó.

ëÓÙËfl ÌÂ Ò˙˘ÂÒÚ‚Û‚‡! ífl Â Ò‡ÏÓ ·ÎÂ-
‰‡ ‡·ÒÚ‡ÍˆËfl, ÔÓÂÍÚË‡Ì‡ ÓÚ ËÌÒÚË-
ÚÛˆËËÚÂ, ÍÓflÚÓ ÌÂ ÛÒÔfl‚‡ ‰‡ ÛÒÚÓË Ì‡
ÚÂ˜ÂÌËÂÚÓ Ì‡ ◊Â‡ÎÌËfl ÊË‚ÓÚ“. ë˙˘ÂÒ-
Ú‚Û‚‡Ú Â‰ËÌÒÚ‚ÂÌÓ Ù‡„ÏÂÌÚË‡ÌË
ÏÂÒÚ‡, Í˙‰ÂÚÓ Ú‡‚ÏË‡Ì‡Ú‡ Ô‡ÏÂÚ
(ËÎË ÌÂÈÌ‡Ú‡ ÎËÔÒ‡ – ÒÓˆË‡ÎÌ‡Ú‡ ‡Ï-
ÌÂÁËfl), ‚˙Ó·‡ÊÂÌËÂÚÓ, ÏÂ˜ÚËÚÂ Ë Ì‡-
ÚËÒÍ˙Ú Ì‡ ÂÊÂ‰ÌÂ‚ÌËÚÂ ÌÛÊ‰Ë ÔÂ‰ËÁ-
‚ËÍ‚‡Ú ÔÓÒÚÓflÌÌË ÏÛÚ‡ˆËË, ÔÂÓÚÍË-
‚‡ÌÂ Ë ÔÂ-‰ÂÙËÌË‡ÌÂ Ì‡ „‡‰ÒÍÓÚÓ
ÔÓÒÚ‡ÌÒÚ‚Ó.

social order began. Concomitant with
this radical disruption was a series of
economic, cultural and political crises
followed by corruption and chaos on all
levels. Sofia as a capital (and as the last
bastion of the surrendering institutions
and as the gateway to the “endless
opportunities” abroad) suffered a sharp
increase of population as a result of the
growing unemployment throughout the
country and the concentration of new
capital and production spheres. This
demographic boom against the back-
drop of the total decline of institutions
lead to an urban environment that was
left entirely to private and individual ini-
tiative. As a result the city has been
breaking down into fragmented series of
spatial organisations each of which fol-
lows its own logic, rhythm and rules.

The project explores the processes of
atomisation in urban geography, archi-
tecture and the logic of production of
public space.

Sofia does not exist! It is only a pale
abstraction projected by the institutions
and it does not succeed in resisting the
flow of “real life”. What exists is only
fragmented places where traumatised
memory (or its absence – social amne-
sia), imagination and the pressure of
everyday needs bring about ceaseless
mutations, re-discovery and re-definition
of urban space.

The focus of interest in this situation is
how people use, destroy, and change
the material environment that surrounds
them; how people appropriate spaces
and turn them into personal surround-
ings, or inhabit spaces, which they have
in a sense squatted in without being
bothered about the deposits from the
past.

My observations on, and vision about,
urban space are not to be taken as a
scientific study. The only value that
could be attributed to them is the intu-
itions for an immediate connection to,
and experience of, space which special-
ists in the humanities do not perceive or
do not have the time to reflect upon.

page 10VS-Book-2-final.qxd /
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íÓ‚‡, ÍÓÂÚÓ ÔÂ‰ÒÚ‡‚Îfl‚‡ ËÌÚÂÂÒ ‚
Ú‡ÁË ÒËÚÛ‡ˆËfl, Â Í‡Í ıÓ‡Ú‡ ËÁÔÓÎÁ‚‡Ú,
‡ÁÛ¯‡‚‡Ú, ÔÓÏÂÌflÚ Á‡Ó·ËÍ‡Îfl˘‡Ú‡
Ï‡ÚÂË‡ÎÌ‡ ÒÂ‰‡. ä‡Í ÔËÒ‚Ófl‚‡Ú
ÔÓÒÚ‡ÌÒÚ‚‡ Ë „Ë ÔÂ‚˙˘‡Ú ‚ ÎË˜ÂÌ
ËÌÚÂËÓ ËÎË Ó·ËÚ‡‚‡Ú Á‡‚‡ÂÌË Ú‡ÍË-
‚‡, ·ÂÁ ‰‡ Ò‡ ÔËÚÂÒÌÂÌË ÓÚ Ì‡ÒÎÓÂÌË-
flÚ‡ Ì‡ ÏËÌ‡ÎÓÚÓ.

åÓËÚÂ Ì‡·Î˛‰ÂÌËfl Ë ‚ËÁËË ‚˙ıÛ „‡‰-
ÒÍÓÚÓ ÔÓÒÚ‡ÌÒÚ‚Ó ÌÂ ÏÓ„‡Ú ‰‡ ËÏ‡Ú
ÔÂÚÂÌˆËËÚÂ Ì‡ Ì‡Û˜ÌÓ ËÁÒÎÂ‰‚‡ÌÂ.
Ö‰ËÌÒÚ‚ÂÌ‡Ú‡ ÒÚÓÈÌÓÒÚ, Ì‡ ÍÓflÚÓ ÏÓ„‡Ú
‰‡ ÒÂ Ì‡‰fl‚‡Ú, Ò‡ ËÌÚÛËˆËËÚÂ Á‡
‰ËÂÍÚÌ‡ ‚˙ÁÍ‡ Ë ÔÂÊË‚fl‚‡ÌÂ Ì‡
ÔÓÒÚ‡ÌÒÚ‚ÓÚÓ, Á‡ ÍÓËÚÓ ÒÔÂˆË‡ÎËÒ-
ÚËÚÂ ÓÚ ıÛÏ‡ÌËÚ‡ÌËÚÂ ÔÓÎÂÚ‡ ÌflÏ‡Ú
ÂˆÂÔÚÓË ËÎË ‚ÂÏÂ Á‡ ÂÙÎÂÍÒËfl.

èÓˆÂÒ

ç‡·Î˛‰‡‚‡ÈÍË ÏÛÚ‡ˆËËÚÂ Ë ‡ÁÔ‡‰‡
Ì‡ Ó·˘ÂÒÚ‚ÂÌËÚÂ „‡‰ÒÍË ÔÓÒÚ‡ÌÒÚ-
‚‡, ˜ÂÁ ÙÓÚÓ„‡ÙËflÚ‡ Ë ‚Ë‰ÂÓÚÓ Â-
„ËÒÚË‡Ï ˜‡ÒÚÌË ÒÎÛ˜‡Ë – ÍÎ˛˜Ó‚Ë
ÏÂÒÚ‡, Í˙‰ÂÚÓ Ò‡ ÍËÒÚ‡ÎËÁË‡ÎË ‡Á-
ÎË˜ÌË ‡ÒÔÂÍÚË ÓÚ Ò‚ÂÚ‡ Ì‡ ÂÊÂ‰ÌÂ‚ËÂ-
ÚÓ, Ó·ËÚ‡‚‡ÌÂÚÓ Ì‡ „‡‰‡ Ë Ë‰ÂÌÚËÙË-
Í‡ˆËflÚ‡ (ËÎË ÓÚÍ‡Á‡ ÓÚ Ë‰ÂÌÚËÙËÍ‡ˆËfl)
Ò Ó·ËÚ‡‚‡ÌÓÚÓ ÔÓÒÚ‡ÌÒÚ‚Ó.

Ö‰ÌË ÓÚ ÏÂÒÚ‡Ú‡ Ò‡ Ò‚Ë‰ÂÚÂÎÒÚ‚‡ Á‡
ÓˆÂÎflÎ‡ ÓÚ ÏËÌ‡ÎÓÚÓ Ë‰ÂÓÎÓ„Ë˜ÂÒÍ‡
Ì‡ÏÂÒ‡ (‰ÂÚÒÍ‡Ú‡ ÔÎÓ˘‡‰Í‡ ‚ ëÂ‚ÂÂÌ
Ô‡Í). ÑÛ„Ë Ò‡ Ò‚Ë‰ÂÚÂÎÒÚ‚‡ Á‡ ·ÂÁ-
ÚÂ„ÎÓ‚ÌÓÒÚÚ‡ Ì‡ Ì‡ÒÚÓfl˘ÂÚÓ (ÌÂÎÂ„‡Î-
ÌËflÚ Ô‡Á‡ ÔË ëÚÓ˜Ì‡ „‡‡ ËÎË ËÁÓÒ-
Ú‡‚ÂÌËÚÂ ÔÓ ÛÎËˆËÚÂ ‡‚ÚÓÏÓ·ËÎË – ÏÓ-
„‡Ú ‰‡ ÒÂ Ì‡·Î˛‰‡‚‡Ú ‚ ˆÂÎËfl „‡‰).
íÂÚË Ò‡ ‚˙Ó·‡Ê‡ÂÏË ÎÓ¯Ë ÒˆÂÌ‡ËË
Á‡ ·˙‰Â˘ÓÚÓ ‡Á‚ËÚËÂ Ì‡ „‡‰‡ Ë Â-
‚‡Ì¯‡ Ì‡ ‰˙Î„Ó ÔÓ‰ÚËÒÍ‡Ì‡Ú‡ ÔËÓ‰‡
(ÏÛÚË‡ÎË „Ë„‡ÌÚÒÍË ÛÎË˜ÌË ÍÛ˜ÂÚ‡)
ËÎË ÒËÏÛÎ‡ÚË‚ÌË ÔÓÒÚ‡ÌÒÚ‚‡, Ó·ËÚ‡-
‚‡ÌË ÓÚ ËÏ‡„ËÌÂÌË ÊËÚÂÎË (Ï‡ÒÓ‚Í‡-
Ú‡ ÓÚ ÒÚ‡ÚËÒÚË ÒÂ‰ ÙËÎÏÓ‚ ‰ÂÍÓ ‚
äËÌÓˆÂÌÚ˙ ◊ÅÓflÌ‡“)

ç‡·Î˛‰ÂÌËfl/êÂ‡ÍˆËË:

Ö‰ÌÓ ÏflÒÚÓ (‰ÂÚÒÍ‡ ÔÎÓ˘‡‰Í‡)
ëÂ‚ÂÂÌ Ô‡Í, Í‚. ç‡‰ÂÊ‰‡
Â‰ÌÓÍ‡Ì‡ÎÌ‡ ‚Ë‰ÂÓ ËÌÒÚ‡Î‡ˆËfl, 08:30 ÏËÌ., Pal,
ÒÚÂÂÓ, DVD ÔÎÂÈ˙, 25“ TV ÏÓÌËÚÓ.

è‡Í Á‡ ÔÓ˜Ë‚Í‡ ‚ ÔÂËÙÂËflÚ‡ Ì‡
„‡‰‡, ‚ ÚËÔË˜ÂÌ Í‚‡Ú‡Î Ì‡ ‡·ÓÚÌË-

Process

While observing the mutations and
breakdown of public urban spaces, by
video and photographic means I record
separate instances – key sites – where
different aspects of everyday life have
crystalised e.g. inhabiting the city and
identifying (or refused to identify) with the
space that is inhabited.

Some of the places are witnesses of an
ideological intervention of the past that
has survived in the present (for instance,
the children’s playground in the Northern
Park). Others are evidence of the weight-
lessness of the present (the illegal mar-
ket along the banks of the Perlovski
canal or the deserted cars in the
streets – these can be observed through-
out the city). A third type comprises fic-
tional bad scenarios about the future
development of the city or the revenge of
long-suppressed nature (gigantic mutant
dogs as the sole surviving city dwellers)
or spaces of simulation inhabited by
imaginary citizens (the crowd scenes
with the extras in the Boyana Studios)

Observations/Responses

A Place (a children’s playground)
The Northern Park in Nadezhda housing estate
Single-channel video installation, 08:30 min., Pal,
stereo, DVD player, 25“ TV screen.

A leisure park in the periphery of the city
in a typical working-class neighbour-
hood. The unique spatial composition is
the result of urban planning and the
thinking mode of the socialist and social-
ly-oriented engineer. It is a bizarre con-
coction of romantically artificial (planned)
hillocks and military strategies. The
hillocks are well-organised and cut
across by canals and ponds which are
linked by nostalgic curved footbridges.
Highlights of the architectural ensemble
are the prop-like tanks, rockets, military
airplanes and canons arranged as if on a
battle field. All these items are made of
modules manufactured of the same
material: metal tubes whose diametre
ranges from 20 cm to 70 cm, and which
are painted in the basic colours – yellow,
red and blue. These are “devices for chil-
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˜ÂÒÍ‡Ú‡ ÍÎ‡Ò‡. ìÌËÍ‡ÎÌ‡ ÔÓÒÚ‡ÌÒÚ-
‚ÂÌ‡ ÍÓÏÔÓÁËˆËfl – ÂÁÛÎÚ‡Ú ÓÚ „‡‰-
ÒÍÓÚÓ ÔÎ‡ÌË‡ÌÂ Ë ÏËÒ˙ÎÚ‡ Ì‡ ÒÓˆË‡-
ÎËÒÚË˜ÂÒÍËfl ÒÓˆË‡ÎÂÌ ËÌÊÂÌÂ. ëÚ‡-
ÌÂÌ ÍÓÍÚÂÈÎ ÓÚ ÓÏ‡ÌÚËÍ‡ Ì‡ ËÁÍÛÒÚ‚Â-
ÌË (ÔÎ‡ÌË‡ÌË) ı˙ÎÏÓ‚Â Ë ÒÚ‡ÚÂ„ËË Ì‡
·ÓÈÌË ‰ÂÈÒÚ‚Ëfl. ÑÓ·Â Ó„‡ÌËÁË‡ÌË
ı˙ÎÏ˜ÂÚ‡ Ò‡ ÔÂÒÂ˜ÂÌË ÓÚ ËÁÍÛÒÚ‚ÂÌË
Í‡Ì‡ÎË Ë ÂÁÂˆ‡, Ò‚˙Á‡ÌË ÓÚ ÌÓÒÚ‡Î-
„Ë˜ÌË ‰˙„ÓÓ·‡ÁÌË ÏÓÒÚ˜ÂÚ‡. ÄÍˆÂÌÚ
Ì‡ ÚÓÁË ‡ıËÚÂÍÚÛÂÌ ‡ÌÒ‡Ï·˙Î Ò‡ ‡-
ÏËËÚÂ ÓÚ ·ÛÚ‡ÙÓÌË Ú‡ÌÍÓ‚Â, Í‡Ú˛¯Ë,
·ÓÈÌË Ò‡ÏÓÎÂÚË Ë Ó˙‰Ëfl, ÔÓ‰Â‰ÂÌË
Í‡ÚÓ ‚ ·ËÚÍ‡. ÇÒË˜ÍË ÚÂÁË Ó·ÂÍÚË Ò‡
ËÁÔ˙ÎÌÂÌË Ì‡ ÏÓ‰ÛÎÂÌ ÔËÌˆËÔ ÓÚ Â‰-
Ì‡Í˙‚ Ï‡ÚÂË‡Î – ÏÂÚ‡ÎÌË Ú˙·Ë Ò ‰Ë‡-
ÏÂÚ˙ ÓÚ 20 ‰Ó 70 ÒÏ, ·Ófl‰ËÒ‡ÌË ‚ ÓÒ-
ÌÓ‚ÌËÚÂ ˆ‚ÂÚÓ‚Â (Ê˙ÎÚÓ, ˜Â‚ÂÌÓ, ÒË-
Ì¸Ó). íÓ‚‡ Ò‡ ◊ÛÂ‰Ë Á‡ ‰ÂÚÒÍ‡ Ë„‡“ –
Â‰Ì‡ ÓÚ ÔË˜Û‰ÎË‚ËÚÂ ÓÒÚ‡ÌÍË Ì‡ Ë‰ÂÓ-
ÎÓ„ËÁË‡ÌÓÚÓ „‡‰ÒÍÓ ÔÎ‡ÌË‡ÌÂ, ÔË-
Ò˙ÒÚ‚‡˘‡ ‚ÒÂ Ó˘Â ‚ ÂÊÂ‰ÌÂ‚ËÂÚÓ Ì‡
Ó·ËÚ‡ÚÂÎËÚÂ Ì‡ Ú‡ÁË ˜‡ÒÚ Ì‡ „‡‰‡.
ì‰Ë‚ËÚÂÎÌÓ Â Ï‡ÒÓ‚ÓÚÓ ÔÓÒÂ˘ÂÌËÂ, Ì‡
ÍÓÂÚÓ ÒÂ ‡‰‚‡ ‚ÒÂ Ó˘Â Ú‡ÁË ÒˆÂÌÓ„‡-
ÙËfl. ÇÒÂÍË ÔÓ˜Ë‚ÂÌ ‰ÂÌ ËÁÔ˙Î‚‡ ÔÎÓ-
˘‡‰Í‡Ú‡ Ò˙Ò ÒÂÏÂÈÒÚ‚‡ Ò ‰Âˆ‡, ÌÂÔÓ-
‰ÓÁË‡˘Ë Ú‡„Ë˜Ì‡Ú‡ ÏÂÚ‡ÙÓ‡, ‚ ÍÓfl-
ÚÓ ‡ÍÚË‚ÌÓ Û˜‡ÒÚ‚‡Ú.

Ö‰ËÌ Ô‡Á‡ (ÌË‚‡Ú‡ Ì‡ ÂÍ‡ ÑÛÌ‡‚)
ëÚÓ˜Ì‡ „‡‡, ◊óÂÌËflÚ Ô‡Á‡“.
ÇË‰ÂÓ ËÌÒÚ‡Î‡ˆËfl, DVD, 10:48 ÏËÌ., Pal, ÒÚÂÂÓ

çÂÎÂ„‡ÎÂÌ (ÔÓ‰ÛÍÚ Ì‡ ÎË˜Ì‡Ú‡ ËÌËˆË-
‡ÚË‚‡) Ô‡Á‡ ‚ ˆÂÌÚ‡ÎÌ‡Ú‡ ˜‡ÒÚ Ì‡
„‡‰‡. èÂÏËÌ‡‚‡ÈÍË ÔÂÁ ‡ÈÓÌ‡ Ì‡
ëÚÓ˜Ì‡ „‡‡ ‚ Ò˙·ÓÚ‡, ÏÓÊÂÚÂ ‰‡ Ì‡·-
Î˛‰‡‚‡ÚÂ ËÎË Û˜‡ÒÚ‚‡ÚÂ ‚ ◊˜ÂÌËfl“ Ô‡-
Á‡, ÍÓÈÚÓ ÒÂ ÔÓ‚ÂÊ‰‡ ‚ ÍÓËÚÓÚÓ Ì‡
ÇÎ‡‰‡ÈÒÍ‡Ú‡ ÂÍ‡. íÓ‚‡ Â ‡·ÒÓÎ˛ÚÌÓ
◊ÌÂÂ„ÛÎË‡Ì‡“ ÍÓÌˆÂÌÚ‡ˆËfl Ì‡
ÒÚ‡ÌÌË ıÓ‡ Ë ÒÚÓÍË Ò ÌÂflÒÂÌ ÔÓËÁ-
ıÓ‰ Ë ÔÂ‰Ì‡ÁÌ‡˜ÂÌËÂ. íÛÍ ÏÓÊÂÚÂ ‰‡
Ì‡ÏÂËÚÂ ÏÓÒÚË Ì‡ Ì‡È-ÌÂ‚˙Ó·‡ÁË-
ÏÓ ·ÂÁÔÓÎÂÁÌË Ë Á‡·‡‚ÂÌË Ó·ÂÍÚË Ì‡
˜Ó‚Â¯Í‡Ú‡ ÔÓ‰ÛÍˆËfl. ÇËÌ‡„Ë ÔÂÌ‡ÒÂ-
ÎÂÌ, ÚÓÁË Ô‡Á‡ Â ÏflÒÚÓ Ì‡ ÒÎÓÊÌË ÒÓ-
ˆË‡ÎÌË ÓÚÌÓ¯ÂÌËfl – ÓÚ˜‡flÌËÂ, ◊Ò‚Ó·Ó-
‰ÂÌ“ ÚÛ‰, Ô‡ÏÂÚ/ÌÓÒÚ‡Î„Ëfl/‡ÏÌÂÁËfl,
ÍÓÌÒÛÏ‡ˆËfl (‚ ÏÛÚË‡Î‡ ÙÓÏ‡) Ë
ËÁÓ·ÂÚ‡ÚÂÎÌË ÚÂıÌËÍË Ì‡ ÓˆÂÎfl‚‡ÌÂ.
è‡Á‡˙Ú ËÏ‡ fl‰ÍÓ ÔÓÒÚ‡ÌÒÚ‚ÂÌÓ
ÒËÚÛË‡ÌÂ ‚ „‡‰‡. ê‡ÁÔÓÎÓÊÂÌ ‚ ÒÂ-
‰‡Ú‡ Ì‡ ÓÍ˙ÊÌÓÒÚÚ‡ Ì‡ Í˙„Ó‚Ó Í˙Ò-

dren’s play”– one of the fanciful rem-
nants of ideological urban planning,
which is still present in the daily life of the
city dwellers in this part of Sofia.
Amazing is the scale on which people
visit the park. Every weekend the play-
ground is full with families with children
unaware of the tragic metaphor they so
actively participate in.

A Market (the levels of the river Danube)
The “Black market” along the banks of
the canal at “Stochna Gara”
Video installation, DVD, 10:48 min., Pal, stereo

An informal (product of individual initia-
tive) market in the central part of the city.
Passing through the Stochna Gara area
on a Saturday you can observe or partici-
pate in the “black” market, which takes
place in the bed of the Vladayska river.
This is a wholly “unregulated” concentra-
tion of strange people and goods with
vague origin and purpose. Here you can
find samples of most inconceivably use-
less and forgotten objects of human pro-
duction. Always overcrowded, this mar-
ket is a place of complex social relation-
ships: despair, “free” labour, memory/
nostalgia/amnesia, consumerism (in a
mutant shape) and ingenious survival
techniques. The market is situated in a
unusual spatial manner in the city – it is
at the centre of a roundabout, below the
level of “normal” street traffic and it
appears to signify itself as an under-
ground place. Another implication of the
location is that passers-by as well as
drivers and passengers can see the
“arena of the spectacle” from above (like
spectators on the floors of the Colliseum
in Rome looking down at the plebeians).
The third peculiar spatial feature is the
Vladayska river – the canal in whose bed
lies the market.

This whole irrational and spectacular
spatial arrangement lead me to work out
my own system in order to interpret what
was happening under my eyes.
Somehow I recognised the river Danube
in the canal called Vladayska river. And
in the Natinal Radio broadcasts of the
level of the river Danube in centimetres,
which I remember from my childhood, I
somehow recognised the figures
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ÚÓ‚Ë˘Â, ÔÓ‰ ‡‚ÌË˘ÂÚÓ Ì‡ ◊ÌÓÏ‡ÎÌÓ-
ÚÓ“ ÛÎË˜ÌÓ ‰‚ËÊÂÌËÂ, ÚÓÈ Í‡ÚÓ ˜Â ÎË ÒÂ
Ò‡ÏÓÓ·ÓÁÌ‡˜‡‚‡ Í‡ÚÓ undÂrground
ÏflÒÚÓ. ÑÛ„‡ ÔÓÒÎÂ‰Ëˆ‡ ÓÚ ÚÓ‚‡ ‡ÁÔÓ-
ÎÓÊÂÌËÂ Â ‚˙ÁÏÓÊÌÓÒÚÚ‡ ÛÎË˜ÌËÚÂ ÏË-
ÌÛ‚‡˜Ë Ë ÚÂÁË ÓÚ ‡‚ÚÓÏÓ·ËÎËÚÂ ‰‡ ‚ËÊ-
‰‡Ú ◊‡ÂÌ‡Ú‡ Ì‡ ÒÔÂÍÚ‡Í˙Î‡“ ÓÚ„ÓÂ
(Í‡ÚÓ ÁËÚÂÎË ÓÚ ÂÚ‡ÊËÚÂ Ì‡ äÓÎËÁÂÛ-
Ï‡, „ÎÂ‰‡˘Ë ÔÎÂ·ÂËÚÂ ◊Ú‡Ï ‰ÓÎÛ“). íÂ-
Ú‡Ú‡ ◊Á‡·ÂÎÂÊËÚÂÎÌÓÒÚ Ì‡ Î‡Ì‰¯‡ÙÚ‡“
Ì‡ ÚÓ‚‡ ÏflÒÚÓ Â ÇÎ‡‰‡ÈÒÍ‡Ú‡ ÂÍ‡ –
Í‡Ì‡Î˙Ú, ‚ ˜ËÂÚÓ ÍÓËÚÓ ÒÂ Â ‡ÁÔÓÎÓ-
ÊËÎ Ô‡Á‡˙Ú.

ñflÎ‡Ú‡ Ú‡ÁË Ë‡ˆËÓÌ‡ÎÌ‡ ÁÂÎË˘ÌÓÒÚ
Ì‡ ÔÓÒÚ‡ÌÒÚ‚ÓÚÓ ÏÂ ‰Ó‚Â‰Â ‰Ó ËÁ‡-
·ÓÚ‚‡ÌÂÚÓ Ì‡ ÒÓ·ÒÚ‚ÂÌ‡ ËÌÚÂÔÂÚ‡ˆË-
ÓÌÌ‡ ÒËÒÚÂÏ‡ Ì‡ ÔÓ˜ËÚ Ì‡ ÚÓ‚‡, ÍÓÂÚÓ
ÒÂ ÒÎÛ˜‚‡ ÔÂ‰ ÔÓ„ÎÂ‰‡ ÏË. çflÍ‡ÍÒË
ÔË‚Ë‰flı ‚ Í‡Ì‡Î‡ ÇÎ‡‰‡ÈÒÍ‡ ÂÍ‡ Â-
Í‡Ú‡ ÑÛÌ‡‚. Ä ‚ ÔÂ‰‡‚‡ÌÂÚÓ Ì‡ ç‡ˆË-
ÓÌ‡ÎÌÓÚÓ ‡‰ËÓ Á‡ ÌË‚‡Ú‡ Ì‡ ÂÍ‡ ÑÛ-
Ì‡‚ ‚ Ò‡ÌÚËÏÂÚË, ÍÓÂÚÓ ÔÓÏÌfl ÓÚ ‰ÂÚ-
ÒÚ‚ÓÚÓ ÒË, ÔËÔÓÁÌ‡ı ˆËÙËÚÂ,  Ò˙Ó·-
˘‡‚‡ÌË Ì‡ ·˙Î„‡ÒÍË, ÛÒÍË Ë ÙÂÌÒ-
ÍË, Í‡ÚÓ ÌË‚‡ Ì‡ Ú˙„Ó‚ÒÍËÚÂ Ú‡ÌÁ‡Í-
ˆËË/·ÓÒÓ‚Ë ËÌ‰ÂÍÒË, ÓÒ˙˘ÂÒÚ‚fl‚‡˘Ë
ÒÂ Ì‡ ÚÓÁË Ô‡Á‡.

ëÚÓ ‡„ÛÏÂÌÚ‡ Á‡ ËÁÍÛÒÚ‚Ó ‚
Ó·˘ÂÒÚ‚ÂÌÓÚÓ ÔÓÒÚ‡ÌÒÚ‚Ó
äÓÎÂÍˆËfl ÓÚ 100 ÙÓÚÓ„‡ÙËË Ì‡ ËÁÓÒÚ‡‚ÂÌË
‡‚ÚÓÏÓ·ËÎË ÔÓ ÛÎËˆËÚÂ Ì‡ ëÓÙËfl.
ÑË‡ÔÓ‡Ï‡, ·ÂÁ Á‚ÛÍ / ‰Ë„ËÚ‡ÎÌ‡ ‰Ë‡ÔÓ‡Ï‡ Á‡
ËÌÚÂÌÂÚ ÒÂ‰‡ (˜‡ÒÚ ÓÚ http://www.cityscales.net)

íÓ‚‡ Â ÏÓÊÂ ·Ë Â‰ËÌ ÓÚ Ï‡ÎÍÓÚÓ Ó·˘Ë
ÁÌ‡ÏÂÌ‡ÚÂÎË, Ó·Â‰ËÌfl‚‡˘Ë ‡ÁÔËÎÂÌË-
ÚÂ „‡‰ÒÍË ÔÓÒÚ‡ÌÒÚ‚‡. ê‡ÁıÓÊ‰‡ÈÍË
ÒÂ ‚ ÍÓflÚÓ Ë ‰‡ Â ˜‡ÒÚ Ì‡ „‡‰‡, ˜Ó‚ÂÍ
ÒÂ Ò·Î˙ÒÍ‚‡ Ò ‡‚ÚÓÏÓ·ËÎË ·ÂÁ „ÛÏË,
◊Ì‡ ÚÛÔ˜ÂÚ‡“, Ô‡ÍË‡ÌË Ú‡ÈÌÓ ÔÓ
ÚÓÚÓ‡‡, ‚ „‡‰ËÌÍË ËÎË Ì‡Ô‡‚Ó Ì‡
ÛÎË˜ÌÓÚÓ ÔÎ‡ÚÌÓ. íÓ‚‡ Ò‡ Ò‚Ë‰ÂÚÂÎÒÚ-
‚‡ Á‡ Ï‡ÒÓ‚‡ Í‡Ú‡ÒÚÓÙ‡ ÓÚ ·ÎËÁÍÓÚÓ
ÏËÌ‡ÎÓ. íÓ‚‡ Ò‡ Ó·ÂÍÚË, ËÁÔ˙ÎÌÂÌË Ò
ÏËÍÓ ËÒÚÓËË (Ò‚Ë‰ÂÚÂÎÒÚ‚‡ Á‡ ÒÓ·Ò-
Ú‚ÂÌËÍ, ÂÔÓı‡, „ÂÓ„‡ÙÒÍÓ ÏflÒÚÓ, ÒÂ-
„‡¯ÌÓ Ò˙ÒÚÓflÌËÂ Ì‡ Ó·˘ÂÒÚ‚ÓÚÓ).
íÂ Ò‡ Á‡ÒÚËÌ‡ÎË Ì‡ ÏÂÒÚ‡Ú‡ ÒË ÓÚ „Ó‰Ë-
ÌË Ë Ú‡ÈÌÓ ÓÙÓÏflÚ Ó·ÎËÍ‡ Ì‡ „‡‰Ò-
ÍËÚÂ ÛÎËˆË. á‡ ‰‡ ÎÂ„ËÚËÏË‡Ï ÚflıÌÓÚÓ
ÔËÒ˙ÒÚ‚ËÂ Ë ÛÒÔÓÍÓfl ÚÂ‚ÓÊÌ‡Ú‡ ‡-
ˆËÓÌ‡ÎÌ‡ ÔÓÎÓ‚ËÌ‡ ÓÚ ËÌÚÂÎÂÍÚ‡ ÒË,
ËÁËÒÍ‚‡˘‡ Ó·flÒÌÂÌËÂ Ì‡ ‚ÒflÍ‡ ˆÂÌ‡,
‡Á ÔË‚Ë‰flı ‚ Úflı ÔÓËÁ‚Â‰ÂÌËfl Ì‡ ËÁ-
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announced in Bulgarian, Russian and
French as levels of commercial transac-
tions/stock exchange indexes taking
place at this  market.

100 Points in
Favour of Art in Urban Space
A collection of 100 photographs of deserted cars in
the streets of Sofia
Slide show for internet environment (part of
http://www.cityscales.net)

This is probably one of the few common
denominators which unify the dispersed
urban spaces. Strolling through any part
of the city one is confronted by cars with-
out tyres, propped on wooden planks,
permanently parked on the sidewalk, in
tiny parks among residential buildings or
directly on the street. They are witnesses
of a mass catastrophe from the recent
past. The cars are objects filled with
micro stories (containing evidence of
owners, time period, geographical loca-
tion, the current state of society).
They are fixed permanently in their
places thus shaping the face of city
streets. In order to legitimise their pres-
ence and appease the concerned ration-
al half of my intellect demanding an
explanation at all costs, I recognised in
them art works in public space (a hybrid
between park sculpture and a gigantic
long-term collective happening).

The City of Dogs
(Post-urban landscapes)
A series of photomontages – 360° photographs,
4x150/20 cm. Colour inkjet print on paper /
360° panoramas for internet environment (part of
http://www.cityscales.net)

A series of photomontages featuring
mutant creatures (heirs of the street
dogs) as the only element that unites all
the areas and diverse spaces in the city.
The photomontages are 360-degree pho-
tographic panoramas from the city centre
(the park in front of the National Palace
of Culture) and the city suburbs (housing
estates Tolstoy and Druzhba) or of a col-
lage of tourist landmarks, all inhabited by
gigantic dogs (their height ranges from
around 6 feet to the height of a building
of 10-15 storeys). These inhabitants are
signs of the nature’s revenge (the irra-
tional) on culture (reason), and they
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ÍÛÒÚ‚ÓÚÓ ‚ Ó·˘ÂÒÚ‚ÂÌÓ ÔÓÒÚ‡ÌÒÚ‚Ó-
ÚÓ (ıË·Ë‰ ÏÂÊ‰Û Ô‡ÍÓ‚‡ ÒÍÛÎÔÚÛ‡ Ë
„Ë„‡ÌÚÒÍË ÍÓÎÂÍÚË‚ÂÌ ıÂÔ˙ÌËÌ„ Ò ‰˙Î-
„ÓÒÓ˜ÂÌ ÔÎ‡Ì).

É‡‰˙Ú Ì‡ ÍÛ˜ÂÚ‡Ú‡
(èÓÒÚ-Û·‡ÌËÒÚË˜ÌË ÔÂÈÁ‡ÊË)
ÒÂËfl ÓÚ ÙÓÚÓ ÏÓÌÚ‡ÊË – 360° ÙÓÚÓ„‡ÙËË 
4ı150/20 ÒÏ. å‡ÒÚËÎÂÌÓ ÒÚÛÂÌ ˆ‚ÂÚÂÌ ÔÂ˜‡Ú ‚/Û
ı‡ÚËfl / 360° Ô‡ÌÓ‡ÏË Á‡ ËÌÚÂÌÂÚ ÒÂ‰‡ (˜‡ÒÚ
ÓÚ http://www.cityscales.net)

ëÂËfl ÓÚ ÙÓÚÓÏÓÌÚ‡ÊË, ÔÂ‰ÒÚ‡‚fl˘Ë
ÏÛÚË‡ÎË Ò˙Á‰‡ÌËfl (Ì‡ÒÎÂ‰ÌËˆË Ì‡
ÛÎË˜ÌËÚÂ ÍÛ˜ÂÚ‡), Í‡ÚÓ Â‰ËÌÒÚ‚ÂÌ ÂÎÂ-
ÏÂÌÚ, Ó·Â‰ËÌfl‚‡˘ ‚ÒË˜ÍË ‡ÈÓÌË Ì‡
„‡‰‡ Ë ‡ÁÌÓÓ‰ÌËÚÂ ÏÛ ÔÓÒÚ‡ÌÒÚ‚‡.
7360 „‡‰ÛÒÓ‚Ë ÙÓÚÓ„‡ÙÒÍË Ô‡ÌÓ‡ÏË
ÓÚ ˆÂÌÚ˙‡ (Ô‡Í‡ ÔÂ‰ çÑä) Ë ÔÂ‰„-
‡‰ËflÚ‡ (ÊÍ íÓÎÒÚÓÈ, ÊÍ ÑÛÊ·‡) ËÎË
Ì‡ ÍÓÎ‡ÊË‡ÌË ÚÛËÒÚË˜ÂÒÍË Á‡·ÂÎÂ-
ÊËÚÂÎÌÓÒÚË, Ì‡ÒÂÎÂÌË Ò „Ë„‡ÌÚÒÍË (ÓÚ
˜Ó‚Â¯ÍË ˙ÒÚ ‰Ó 10-15 ÂÚ‡ÊÂÌ ÊËÎË-
˘ÂÌ ·ÎÓÍ) ÍÛ˜ÂÚ‡. íÂÁË Ó·ËÚ‡ÚÂÎË Ì‡
„‡‰‡ Ò‡ ÁÌ‡ˆË Á‡ Â‚‡Ì¯‡ Ì‡ ÔËÓ-
‰‡Ú‡ (Ë‡ˆËÓÌ‡ÎÌÓÚÓ) Ì‡‰ ÍÛÎÚÛ‡Ú‡
(‡ÁÛÏ‡) Ë Ò˙·ÛÊ‰‡Ú ‚ÒË˜ÍË ÒÚ‡ıÓ‚Â,
ÔÓÓ‰ÂÌË ÓÚ ˜Û‚ÒÚ‚ÓÚÓ Á‡ ‚ËÌ‡ ÔÂ‰
Á‡·‡‚ÂÌÓÚÓ ‡‚ÌÓ‚ÂÒËÂ, ÓÚ Â„ÓˆÂÌÚ-
ËÁÏ‡ Ë ÍÓÏÙÓÚ‡ Ì‡ ÍÓÌÒÛÏ‡ÚË‚ÌÓÚÓ
Ò˙˘ÂÒÚ‚Û‚‡ÌÂ – ÙÂÌÓÏÂÌ, ÔË‰Ó·ËÎ
ËÒÚÂË˜ÌË ‡ÒÓˆË‡ˆËË ‚ „‡‰ÒÍÓÚÓ ÔÓ‰-
Ò˙ÁÌ‡ÌËÂ, ‰Ó‚ÂÎË ‰Ó Ù‡·ËÍÛ‚‡ÌÂÚÓ Ì‡
„ÂÌÂ‡ˆËË ÙËÎÏË Ì‡ ÛÊ‡ÒËÚÂ, Ò·˙‰‚‡-
˘Ë ÒÂ ÔÂ‰ÒÍ‡Á‡ÌËfl Á‡ ÔËÓ‰ÌË ·Â‰-
ÒÚ‚Ëfl ËÎË ˜ÛÊ‰Ë ËÌ‚‡ÁËË. çÂ ÁÌ‡fl ËÏ‡
ÎË ËÓÌËfl ‚ ÔÂ‚˙˘‡ÌÂÚÓ Ì‡ Ó·‡Á‡
Ì‡ ÚÂÁË ÛÎË˜ÌË Ó·ËÚ‡ÚÂÎË ‚ ÍÎË¯Â Á‡
Ì‡¯Ëfl „‡‰ ‚ ÚË‡ÊË‡ÌËÚÂ ÓÚ Á‡Ô‡‰-
ÌËÚÂ Ï‡Ò-ÏÂ‰ËË ◊ÂÔÓÚ‡ÊË“ ÓÚ ëÓÙËfl.

Ö‰ËÌ ÙËÎÏ
(ËÌÒˆÂÌËÓ‚Í‡ Ì‡ ÙËÎÏÓ‚‡ ÔÓ‰ÛÍˆËfl)
Ñ‚ÛÍ‡Ì‡ÎÌ‡ ‚Ë‰ÂÓ ËÌÒÚ‡Î‡ˆËfl, DVD, Pal, ÒÚÂÂÓ,
27 ÏËÌ, 200/500 ÒÏ

á‡ ‡ÁÎËÍ‡ ÓÚ ÓÔËÒ‡ÌËÚÂ ÔÓ-„ÓÂ ÔÓ-
ËÁ‚Â‰ÂÌËfl, ‚ ÍÓËÚÓ ‰ÓÍÛÏÂÌÚË‡Ï Â-
‡ÎÌË „‡‰ÒÍË ÒËÚÛ‡ˆËË Ò ÏËÌËÏ‡ÎÌ‡
Ì‡ÏÂÒ‡, ÚÛÍ ÒËÚÛ‡ˆËflÚ‡ Â ËÁˆflÎÓ ËÌÒ-
ˆÂÌË‡Ì‡.

ä‡ÍÚÓ ÒÔÓÏÂÌ‡ı ÔÓ-„ÓÂ, ◊Ö‰ËÌ ÙËÎÏ“
Â ÙËÍˆËfl Ò ‰ÓÍÛÏÂÌÚ‡ÎÂÌ ı‡‡ÍÚÂ –
ËÏ‡„ËÌÂÌË ÊËÚÂÎË (ÔÂ‰ÒÚ‡‚ËÚÂÎË Ì‡
ÒÏÂÒËˆ‡ ÓÚ ËÒÚÓË˜ÂÒÍË ÂÔÓıË) Ó·ËÚ‡-
‚‡Ú ‚˙Ó·‡Ê‡ÂÏÓ „‡‰ÒÍÓ ÔÓÒÚ‡ÌÒÚ-

awake all the fears generated by the feel-
ing of guilt about the forgotten equilibri-
um, by the egocentrism and comfort of
consumerist existence. The stray dogs
are a phenomenon that has taken on
hysterical associations in the urban sub-
conscious that have lead to the fabrica-
tion of generations of horror films that
come true in predictions about disasters
or invasions by “the others”.

I do not know whether there is any irony
in turning of the image of these street
inhabitants into a cliché about our city in
the “reports” from Sofia that appear in
Western media. In the recent past stray
dogs have been the media image for
countries like Bulgaria or Romania, dis-
tributed in Western tabloids and televi-
sion reports from this part of he world.

A Film
(Staging a film production) 
Two-channel videoinstallation,DVD, Pal, stereo,
27 ÏËÌ, 200/500 cm

As I already mentioned, “A Film” is a
documentary fiction – imaginary ctizens
(a representative mixture of historical
periods) inhabit a fictional urban space
(sets that have already been used and
are half-destroyed). This is a vision about
those who have not found their
place/time in the city. It is also an analy-
sis/questioning of the authenticity of
memory, a gesture of dealing with visual
ideas about the past which are to a
greater degree associated with feature
films than real documents. The aim is to
create a product on the verge of reality
and fiction with second-hand means (set
and costumes that have already been
used, and which have remained in the
Boyana studios from past productions)

“A Film” uses the strategy of appropria-
tion borrowing the economics and logis-
tics of film industry. Essentially, the
process is that of directing group scenes
in filmmaking. In it the cameras are not
directed to the characters of the story
(main or supporting) but to the extras.
Instead of acting and identifying with the
characters, the goal is to recreate a situ-
ation with the help of large numbers of
temporarily hired extras. They are the
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‚Ó (ÛÔÓÚÂ·ÂÌ Ë ÔÓÎÛ‡ÁÛ¯ÂÌ ‰ÂÍÓ).
íÓ‚‡ Â ‚ËÁËfl Á‡ ÚÂÁË, ÍÓËÚÓ ÌÂ Ò‡ Ì‡-
ÏÂËÎË Ò‚ÓÂÚÓ ÏflÒÚÓ/‚ÂÏÂ ‚ „‡‰‡.
íÓ‚‡ Â Ë ‡Ì‡ÎËÁ/ÔÓ‰Î‡„‡ÌÂ Ì‡ Ò˙ÏÌÂ-
ÌËÂ Ì‡ ‡‚ÚÂÌÚË˜ÌÓÒÚÚ‡ Ì‡ Ô‡ÏÂÚÚ‡ –
·Ó‡‚ÂÌÂÚÓ Ò ‚ËÁÛ‡ÎÌË ÔÂ‰ÒÚ‡‚Ë Á‡
ÏËÌ‡ÎÓÚÓ, ÍÓËÚÓ Ò‡ ‡ÒÓˆË‡ˆËË ÔÓ-ÒÍÓ-
Ó ÓÚ ÙËÎÏË, ÓÚÍÓÎÍÓÚÓ ÓÚ Â‡ÎÌË ‰Ó-
ÍÛÏÂÌÚË. ñÂÎÚ‡ Â Ò˙Á‰‡‚‡ÌÂÚÓ Ì‡ ÔÓ-
‰ÛÍÚ Ì‡ ˙·‡ ÏÂÊ‰Û Â‡ÎÌÓÒÚ Ë ÙËÍˆËfl
Ò˙Ò ÒÂ‰ÒÚ‚‡ ÓÚ ◊‚ÚÓ‡ ˙Í‡“ (‚Â˜Â ËÁ-
ÔÓÎÁ‚‡Ì ‰ÂÍÓ Ë ÍÓÒÚ˛ÏË, ÓÒÚ‡Ì‡ÎË ‚
„‡‰ÂÓ·‡ Ì‡ äËÌÓˆÂÌÚ˙‡ ÓÚ ÏËÌ‡ÎË
ÔÓ‰ÛÍˆËË).

◊Ö‰ËÌ ÙËÎÏ“ ËÁÔÓÎÁ‚‡ ÒÚ‡ÚÂ„ËflÚ‡ Ì‡
ÔËÒ‚Ófl‚‡ÌÂÚÓ, Á‡ÂÏ‡ÈÍË ËÍÓÌÓÏËÍ‡Ú‡
Ë ÎÓ„ËÒÚËÍ‡Ú‡ Ì‡ ÙËÎÏÓ‚‡Ú‡ ËÌ‰ÛÒÚ-
Ëfl. èÓˆÂÒ˙Ú ÔÂ‰ÒÚ‡‚Îfl‚‡ ÂÊËÒÛ‡
Ì‡ Ï‡ÒÓ‚Ë ÒˆÂÌË ‚ ÍËÌÓÚÓ. Ç ÌÂ„Ó Í‡-
ÏÂËÚÂ ÌÂ Ò‡ Ì‡ÒÓ˜ÂÌË Í˙Ï „ÂÓËÚÂ Ì‡
ËÒÚÓËflÚ‡ („Î‡‚ÌË ËÎË ‚ÚÓÓÒÚÂÔÂÌÌË),
‡ Í˙Ï Ï‡ÒËÚÂ. ÇÏÂÒÚÓ ‡ÍÚ¸ÓÒÍ‡ Ë„‡ Ë
‚ÊË‚fl‚‡ÌÂ ‚ ÓÎËÚÂ ÒÂ Ú˙ÒË ÔÂÒ˙Á-
‰‡‚‡ÌÂ Ì‡ ÒËÚÛ‡ˆËfl Ò ÔÓÏÓ˘Ú‡ Ì‡ Ï‡-
ÒË‚Ë ÓÚ ÌËÒÍÓÔÎ‡ÚÂÌË, ‚ÂÏÂÌÌÓ Ì‡ÂÚË
ÒÚ‡ÚËÒÚË. àÏÂÌÌÓ ÚÂ Ò‡ Ó·ÂÍÚ‡ Ì‡ ËÌÚÂ-
ÂÒ ‚ Ú‡ÁË ÔÓ‰ÛÍˆËfl. íÓ‚‡ Ò‡ Ó·ËÍÌÓ-
‚ÂÌË ıÓ‡, ÌÂÔÓÙÂÒËÓÌ‡ÎËÒÚË Ò ‚˙Ì-
¯ÌË Ì‡ ◊ÍËÌÓÚÓ“ ÏÓÚË‚Ë Á‡ Û˜‡ÒÚËÂ ‚
ÔÓˆÂÒ‡ Ì‡ ÙËÎÏÓ‚‡Ú‡ ÔÓ‰ÛÍˆËfl. 

èÓˆÂÒ

é„‡ÌËÁË‡ÌÂ Ì‡ ◊Â‡ÎÌ‡ ÍËÌÓÔÓ‰ÛÍ-
ˆËfl“ Ò ÙÓÏË‡ÌÂ Ì‡ ÂÍËÔ, Ó·fl‚Ë Á‡
Ì‡·Ë‡ÌÂ Ì‡ ÒÚ‡ÚËÒÚË, Í‡ÒÚËÌ„ Ì‡ Í‡Ì-
‰Ë‰‡ÚËÚÂ, Ó„‡ÌËÁ‡ˆËfl Ì‡ Â‰ËÌ Ô˙ÎÂÌ
ÒÌËÏ‡˜ÂÌ ‰ÂÌ. á‡ ÒÌËÏ‡˜Ì‡ ÔÓ˘‡‰Í‡
Â ËÁÔÓÎÁ‚‡Ì äËÌÓˆÂÌÚ˙ ◊ÅÓflÌ‡“. Ç
8 ˜‡Ò‡ ÒÛÚËÌÚ‡ ÒÂ Ò˙·Ë‡Ú 50 ÒÚ‡ÚËÒ-
ÚË, Ó·ÎÂ˜ÂÌË ‚ ÍÓÒÚ˛ÏË ÓÚ „‡‰ÂÓ·‡
Ì‡ ÍËÌÓˆÂÌÚ˙‡ ·ÂÁ Ó„ÎÂ‰ Ì‡ ÚÂıÌËfl
ËÒÚÓË˜ÂÒÍË, Ì‡ˆËÓÌ‡ÎÂÌ ËÎË ÍÛÎÚÛÂÌ
ÔÓËÁıÓ‰. ÉÛÔ‡Ú‡ Â ÓÚ‚Â‰ÂÌ‡ ‚ Â‰ËÌ
ÓÚ ‚˙ÚÂ¯ÌËÚÂ ‰‚ÓÓ‚Â Ë Â ÓÒÚ‡‚ÂÌ‡ ‚
ÒËÚÛ‡ˆËfl Ì‡ Ó˜‡Í‚‡ÌÂ Ì‡ ËÌÒÚÛÍˆËË Ë
Ì‡˜‡ÎÓ Ì‡ ÒÌËÏÍË. í‡ÍË‚‡ ËÌÒÚÛÍˆËË
ÌËÍÓ„‡ ÌÂ ÒÂ ‰‡‚‡Ú. Ñ‚Â Í‡ÏÂË ÒÌË-
Ï‡Ú ‚ Ó·˘ Ë ·ÎËÁÍË ÔÎ‡ÌÓ‚Â ÔÓ‚Â‰ÂÌË-
ÂÚÓ Ì‡ ÒÚ‡ÚËÒÚËÚÂ, ÚÂıÌËÚÂ Â‡ÍˆËË,
‚Á‡ËÏÓÓÚÌÓ¯ÂÌËflÚ‡ ÔÓÏÂÊ‰Û ËÏ. Ö‰Ì‡
Í‡ÏÂ‡ ÓÚ‡Áfl‚‡ ÔÓˆÂÒ‡ Ì‡ ÔÓ‰„ÓÚÓ‚-
Í‡ Ë ËÁÔ˙ÎÌÂÌËÂ Ì‡ ÔÓ‰ÛÍˆËflÚ‡ (mak-
ing). îÓÚÓÍ‡ÏÂ‡ Á‡ÔÂ˜‡Ú‚‡ ÒÚ‡ÚË˜ÌË

focus of interest in this production – the
ordinary non-professional people whose
motives for participating are external to
the process of filmmaking.

Process

The project stages a “real film produc-
tion” with shaping a production team,
release of a call for extras, casting of the
candidates and organisation of a full
shooting day. The stage is a film set,
built and used by previously shot italian
film production in “Boyana” Film Centre
(the main infrastructure facility in local
film industry). The extras are dressed in a
stage costumes from the specialised
wardrobe of “Boyana” Film Centre (a col-
lection of historical costumes left from
film productions in the past decades). At
10 A.M. the group of 50 extras is lead to
the film set and left there to wait for fur-
ther instructions and a signal for the start
of the “action”. Such a moment never
comes. Three cameras from different
angles follow the behaviour of the peo-
ple, during all the long hours of waiting.
This process goes on for 5 hours. Then
the group is dismissÂd without further
explanations. The dual channel DVD
Installation “A FILM” shows this
sequence of time, while all these people
are waiting and do nothing, but only wan-
der around on the edge between fiction
and reality.

The possible directions for an analysis in
the filed of film industry lie in several par-
allel planes. First, this is an exploration of
a recycled cinematic image (containing
zero levels of drama), it looks at the con-
ventions of film industry and at the econ-
omy of the internal system of filmmaking.
Second, by completely discarding the
dramatic content (the scenario which is
expected) together with the frivolous use
of representations of all sorts of histori-
cal, cultural and social contexts in the
costumes, the focus is shifted to the ten-
sion between the expectation for things
to “fit” into the frame of normality, and
the reality of “nothing happens” or “there
is something wrong here”.

Observing the behaviour of the extras
plays an important part in the process as
well as the combination of psychological
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Í‡‰Ë ÓÚ ÒÌËÏ‡˜Ì‡Ú‡ ÔÎÓ˘‡‰Í‡. íÓÁË
ÔÓˆÂÒ ÔÓ‰˙ÎÊ‡‚‡ 6 ˜‡Ò‡. ëÎÂ‰ ÚÓ‚‡
„ÛÔ‡Ú‡ ÒÂ ‡ÁÔÛÒÍ‡ ·ÂÁ ‰ÓÔ˙ÎÌËÚÂÎÌË
Ó·flÒÌÂÌËfl.

àÌÚÂÂÒÛ‚‡ ÏÂ ÙËÎÏË‡ÌÂÚÓ Ì‡ ÚÓÁË
ÓÚflÁ˙Í ÓÚ ‚ÂÏÂ, ‚ ÍÓÈÚÓ ‚ÒË˜ÍË ÚÂÁË
ıÓ‡ ˜‡Í‡Ú Ë ÌÂ Ô‡‚flÚ ÌË˘Ó ‰Û„Ó, ÓÒ-
‚ÂÌ ‰‡ ÒÂ ÏÓÚ‡flÚ Ì‡ÓÍÓÎÓ ‚ Â‰ÌÓ Á‡Ú-
‚ÓÂÌÓ ÔÓÒÚ‡ÌÒÚ‚Ó. ç‡ ·‡Á‡Ú‡ Ì‡
Á‡ÒÌÂÚËfl Ï‡ÚÂË‡Î Ò‡ ÔÓËÁ‚Â‰ÂÌË ÒÂ-
Ëfl ÓÚ ÙÓÚÓ„‡ÙÒÍË Ë ÙËÎÏÓ‚Ë ÔÂ-
ÁÂÌÚ‡ˆËË (ÒÂËfl „ÓÎflÏÓÙÓÏ‡ÚÌË ÙÓ-
ÚÓ„‡ÙËË, ÍÓÔË‡˘Ë Ê‡Ì‡ ËÒÚÓË˜ÂÒ-
ÍË ·‡Ú‡ÎÌË ÒˆÂÌË, ÙËÎÏÓ‚Ë ËÌÒÚ‡Î‡-
ˆËË, ËÌÚÂ‚ÂÌˆËË ‚ ÔÛ·ÎË˜ÌÓ ÔÓÒÚ-
‡ÌÒÚ‚Ó ‚ ‰Ûı‡ Ì‡ expanded cinema).

èÓÒÓÍËÚÂ Ì‡ ‡Ì‡ÎËÁ ‚ ÔÓÎÂÚÓ Ì‡ ÍËÌÓ-
ËÌ‰ÛÒÚËflÚ‡ Ò‡ ‚ ÌflÍÓÎÍÓ Ô‡‡ÎÂÎÌË
ÔÎ‡Ì‡. è˙‚Ó, ÚÓ‚‡ Â ËÁÒÎÂ‰‚‡ÌÂ Ì‡
ÂˆËÍÎË‡ÌÓÚÓ ÍËÌÓËÁÓ·‡ÊÂÌËÂ
(ÌÛÎ‡ ‰‡Ï‡ÚËÁ˙Ï), ËÁÒÎÂ‰‚‡ÌÂ Ì‡ ÍÓÌ-
‚ÂÌˆËËÚÂ Ì‡ ÍËÌÓËÌ‰ÛÒÚËflÚ‡ Ë ËÍÓÌÓ-
ÏËÍ‡Ú‡ Ì‡ ‚˙ÚÂ¯Ì‡Ú‡ ÒËÒÚÂÏ‡ Ì‡ ÍË-
ÌÓÔÓËÁ‚Ó‰ÒÚ‚Ó. ÇÚÓÓ, ËÁÔ‡Á‚‡ÈÍË
‰‡Ï‡ÚË˜ÌÓÚÓ Ò˙‰˙Ê‡ÌËÂ (Ó˜‡Í‚‡ÌËfl
ÒˆÂÌ‡ËÈ) ‰Ó ÌÛÎ‡ Ë ÙË‚ÓÎÌÓÚÓ ÔÓÎÁ-
‚‡ÌÂ Ì‡ ‚ÒflÍ‡Í‚Ë ‚˙ÁÏÓÊÌË ËÒÚÓË-
˜ÂÒÍË, ÍÛÎÚÛÌË Ë ÒÓˆË‡ÎÌË ÍÓÌÚÂÍÒÚË
‚ ÍÓÒÚ˛ÏËÚÂ, ÙÓÍÛÒ˙Ú ÒÂ ËÁÏÂÒÚ‚‡
‚˙ıÛ Ì‡ÔÂÊÂÌËÂÚÓ ÏÂÊ‰Û Ó˜‡Í‚‡ÌËfl-
Ú‡ ÌÂ˘‡Ú‡ ‰‡ Ò˙‚Ô‡‰‡Ú ‚ ‡ÏÍËÚÂ Ì‡
◊ÌÓÏ‡ÎÌÓÚÓ“ Ë Â‡ÎÌÓÒÚÚ‡ Ì‡ ◊ÌË˘Ó
ÌÂ ÒÂ ÒÎÛ˜‚‡“, ËÎË Ô˙Í ◊ÚÛÍ ËÏ‡ ÌÂ˘Ó
„Â¯ÌÓ“.

Ç‡ÊÌ‡ ÓÎfl ‚ ÔÓˆÂÒ‡ Ë„‡Â ÔÓÒÎÂ-
‰fl‚‡ÌÂÚÓ Ì‡ ÔÓ‚Â‰ÂÌËÂÚÓ Ì‡ Ï‡ÒÓ‚Í‡-
Ú‡. íÛÍ ÒÂ Ú˙ÒË ÍÓÏ·ËÌ‡ˆËflÚ‡ Ì‡ ÔÒË-
ıÓÎÓ„Ë˜ÂÒÍË ÔÓÚÂÚË Ë ÒÎÂ‰ÂÌÂ Ì‡
‚˙ÚÂ¯ÌËÚÂ ‚˙ÁÍË ‚ Ó·˘ÌÓÒÚÚ‡.
Ç‡ÊÌÓ Â Ë ÏflÒÚÓÚÓ Ì‡ ÒÎÛ˜‚‡ÌÂ Ì‡
ÔÓÂÍÚ‡ – äËÌÓˆÂÌÚ˙ ÅÓflÌ‡, Í‡ÚÓ ÓÒ-
ÌÓ‚Ì‡ ËÌÙ‡ÒÚÛÍÚÛÌ‡ Â‰ËÌËˆ‡ Ì‡
·˙Î„‡ÒÍÓÚÓ ÍËÌÓ, Í‡ÍÚÓ Ë ÔÓÎÁ‚‡ÌÂÚÓ
Ì‡ „‡‰ÂÓ·‡ ÏÛ, ÒÍÎ‡‰Ë‡Î ÍÓÒÚ˛ÏË
ÓÚ ÏËÌ‡ÎË ·˙Î„‡ÒÍË ÍËÌÓÔÓ‰ÛÍˆËË.

portraits and the internal links of interac-
tion within the group.

Significant is also the place where the
project is happening – “Boyana” Film
Centre – as an infrastructural unit of
Bulgarian filmmaking as well as using the
costumes available at the studios from
past Bulgarian film productions.

Ö‰ËÌ Ô‡Á‡ (ÌË‚‡Ú‡ Ì‡ ÂÍ‡ ÑÛÌ‡‚), 2004
ä‡‰˙ ÓÚ ‚Ë‰ÂÓ (Ì‡ ÒÎÂ‰‚‡˘‡Ú‡ ÒÚ‡ÌËˆ‡).
ä‡Ì‡Î˙Ú ÔË ëÚÓ˜Ì‡ „‡‡, ÙÓÚÓ„‡ÙËË (‰ÓÎÛ).
A Market (the levels of the river Danube), 2004
Video still (on the next page).
The canal at “Stochna Gara”, photography (bellow).
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ÒÚ. 18 – 23
Ö‰ËÌ ÙËÎÏ (ËÌÒˆÂÌËÓ‚Í‡ Ì‡ ÙËÎÏÓ‚‡ ÔÓ‰ÛÍˆËfl), 2004
Ñ‚ÛÍ‡Ì‡ÎÌ‡ ‚Ë‰ÂÓ ËÌÒÚ‡Î‡ˆËfl, DVD, Pal, ÒÚÂÂÓ, 27 ÏËÌ.
ÄíÄ ˆÂÌÚ˙/àëà – ëÓÙËfl, ‡ÔËÎ-Ï‡È, 2004.
pp. 18 – 23
A Film (staging a film production), 2004
Two-channel video installation, DVD, Pal, stereo, 27 min.
ATA Center/ICA – Sofia, April-May, 2004.
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ÑË‡Ì‡ èÓÔÓ‚‡

èÓ„ÌÓÁ‡ Á‡ ëÓÙËfl
Ç ÔÓÂÍÚ‡ ÒË ◊àÁ‚ËÌÂÚÂ, ÍÓÈ Â ÚÓÁË „‡‰?“
ä‡ÒËÏË íÂÁËÂ‚ ˜ÂÒÚÓ ËÁÔÓÎÁ‚‡ ‰ÛÏË-
ÚÂ ◊ËÌÚÛËÚË‚ÌÓ“ Ë ◊ËÁÒÎÂ‰‚‡ÌÂ“. Ç Ò˙˜ÂÚ‡-
ÌËÂ ÚÂ Á‚Û˜‡Ú Í‡ÚÓ ÓÍÒËÏÓÓÌ, ÌÓ ‚Ò˙˘-
ÌÓÒÚ ‰ÓÒÚ‡ ÚÓ˜ÌÓ ÓÔËÒ‚‡Ú Í‡ÍÚÓ ÔÓˆÂÒ‡,
Ú‡Í‡ Ë ÂÁÛÎÚ‡ÚËÚÂ. èÓÌ‡˜‡ÎÓ ıÛ‰ÓÊÌË-
˜ÂÒÍ‡Ú‡ ËÌÚÛËˆËfl ÒËÎÌÓ ÏÂ ÂÒÔÂÍÚË‡ –
Úfl ÌÂ ÒÂ ÌÛÊ‰‡Â ÓÚ Ì‡ÚÛÔ‚‡ÌÂ Ì‡ Ù‡ÍÚË,
ÁÌ‡ÌËfl Ë ‡Ì‡ÎËÁË, Á‡ ‰‡ Ì‡Ô‡‚Ë Ó·˘Ó‚‡-
ÎË‰ÂÌ ËÁ‚Ó‰, ‡ ÔÓÌflÍÓ„‡ Ë ËÁÌÂÌ‡‰‚‡˘Ó
ÚÓ˜Ì‡ ÔÓ„ÌÓÁ‡ Á‡ ·˙‰Â˘Ó ‡Á‚ËÚËÂ. éÚ
‰Û„‡ ÒÚ‡Ì‡, ‚ ÍÓÌÍÂÚÌËfl ÒÎÛ˜‡È ıÛ‰ÓÊ-
ÌËÍ˙Ú ÒÂ Â ÓÍ‡Á‡Î ·ÛÍ‚‡ÎÌÓ Ì‡ÒÂ‰ Ó·ÂÍ-
Ú‡ ÒË, ÍÓÈÚÓ Â ◊„ÂÓ„‡ÙÒÍË“ Ë ÍÓÈÚÓ „Ó
‡Ú‡ÍÛ‚‡ Ò ÏÌÓÊÂÒÚ‚Ó Ù‡ÍÚË, ËÁÍÛ¯‡‚‡ÈÍË
„Ó Í˙Ï ËÁÒÎÂ‰‚‡ÌÂ. à ÚÓÈ „Ó ÔÂ‰ÔËÂÏ‡,
Í‡ÚÓ Ô‡‚Ë Ó·Ë˜‡ÈÌ‡Ú‡ Á‡ Ì‡Û˜ÌËÚÂ ÚÛ-
‰Ó‚Â Û„Ó‚ÓÍ‡, ˜Â ◊ÌflÏ‡ ÔÂÚÂÌˆËË Á‡ ËÁ˜ÂÔ‡ÚÂÎÌÓÒÚ“. åÓÊÂ ‰‡ ÒÂ Í‡ÊÂ, ˜Â ÔÓÂÍ-
Ú˙Ú Ì‡ ä‡ÒËÏË íÂÁËÂ‚ ÔÂ˜ÂÎË ÓÚ ÓÍÒËÏÓÓÌ‡: ‰ÓÍ‡ÚÓ ◊Í˙ÊË“ ÓÍÓÎÓ ÌÂ„Ó, ÁËÚÂ-
ÎflÚ Â Ò‚Ó·Ó‰ÂÌ ‰‡ ÒÂ ‚ÔÛÒÍ‡ ‚ Ò‚ÓË ËÌÚÛËˆËË, ‰‡ ‰Ó·‡‚fl Ò‚ÓË Ù‡ÍÚË, ‰‡ ‰ÓÔ˙Î‚‡ ËÁ-
‚Ó‰ËÚÂ, ‰‡ ÔÓ‰˙ÎÊË ÔÓ„ÌÓÁËÚÂ ‚ ÔÓËÁ‚ÓÎÂÌ ÔÓfl‰˙Í Ë ·ÂÁ ÌËÍ‡Í‚‡ ÔÓÒÎÂ‰Ó‚‡ÚÂÎ-
ÌÓÒÚ. á‡˘ÓÚÓ ÏÂÊ‰Û‚ÂÏÂÌÌÓ Â ÔËÔÓÁÌ‡Î ÔÓÂÍÚ‡ Ì‡ ıÛ‰ÓÊÌËÍ‡ Í‡ÚÓ Ò‚ÓÈ. íÛÍ Â Ë
ÓÒÌÓ‚Ì‡Ú‡ ÓÔ‡ÒÌÓÒÚ, ÍÓflÚÓ ÒÂ ÔÓ‡Ê‰‡ Ò˙˘Ó ÓÚ ÓÍÒËÏÓÓÌ‡: Ò‚Ó·Ó‰‡Ú‡ Ì‡ ÁËÚÂÎfl
‰‡ ÒÂ ÔÂ‚˙ÌÂ ‚ ÔÓËÁ‚ÓÎ.

äÓÂÚÓ ‚ÔÓ˜ÂÏ ‚Â˜Â ÒÂ ÒÎÛ˜Ë. äÛÎÚÛÌÓÚÓ ÔËÎÓÊÂÌËÂ Ì‡ ‚. ◊ä‡ÔËÚ‡Î“ (·. 15, 17-23
‡ÔËÎ 2004) ÒË ÔËÒ‚ÓË ÔÓÂÍÚ‡ Ì‡ ä‡ÒËÏË íÂÁËÂ‚ Í‡ÚÓ ÚÂÏ‡ Ì‡ ·Ófl, ‡
ÔË¯Â˘‡Ú‡ Ú‡Ï ä‡Úfl ÄÚ‡Ì‡ÒÓ‚‡ ÒË ÔËÒ‚ÓË Ë ëÓÙËfl ‚ ÒÚ‡ÚËflÚ‡ ◊éÚ„Ó‚‡flÏ: åÓflÚ
„‡‰“ – ÔÓÍ‡Á‚‡ÈÍË Ì‡„ÎÂ‰ÌÓ Í‡Í ◊ıÓ‡Ú‡ ÒË ÔËÒ‚Ófl‚‡Ú ÔÓÒÚ‡ÌÒÚ‚‡ Ë „Ë ÔÂ‚˙-
˘‡Ú ‚ ÎË˜ÂÌ ËÌÚÂËÓ“. Ç ÒÎÛ˜‡fl Ë ‚ ÎË˜ÂÌ ÒÔÓÏÂÌ. àÌÚÂÂÒÌÓ Â, ˜Â Ò‡ÏÓÚÓ ÛÔÓÏÂÌ‡-
‚‡ÌÂ Ì‡ ëÓÙËfl ‰ÌÂÒ Â ÔÓ‚Ó‰ Á‡ ‚ÔÛÒÍ‡ÌÂ ‚ ÂÏËÌËÒˆÂÌˆËË Á‡ ëÓÙËfl ÓÚ ÏËÌ‡ÎÓÚÓ, ‚
Ò‡ÌÚËÏÂÌÚ‡ Ì‡ ‰ÂÚÒÚ‚ÓÚÓ, ‚ Ï˙‰ÓÒÚÚ‡ Ì‡ ·‡·‡Ú‡ Ë ·Ó‡, Í‡ÍÚÓ Â ‚ ˆËÚË‡Ì‡Ú‡ ÒÚ‡-
ÚËfl. èÓ·ÎÂÏ˙Ú Â, ˜Â ÚÓ‚‡ ÔËÒ‚Ófl‚‡ÌÂ ÌÂ ‰˙ÊË ÒÏÂÚÍ‡ Á‡ ˜ÛÊ‰ËÚÂ ·‡·‡ Ë ·Ó,
‰fl‰Ó Ë ÎËÔ‡, ÒÚËÌÍ‡ Ë ÚÓÔÓÎ‡ Ë Ú.Ì. íÓ Â ·ÂÁÓ„ÎÂ‰ÌÓ Ë Â„ÓËÒÚË˜ÌÓ, ÔÓÚ‚˙Ê‰‡‚‡, ˜Â
ÊË‚ÂÂÏ ÚÛÍ Ò Ì‡„Î‡Ò‡Ú‡ Ì‡ ËÌ‰Ë‚Ë‰Ë, ‡ ÌÂ Ì‡ „‡Ê‰‡ÌË. ÄÁ ÒÂ Ò˜ËÚ‡Ï Á‡ ÔÓ-ÚÓÎÂ‡Ì-
ÚÌ‡ ÔÓ ÓÚÌÓ¯ÂÌËÂ Ì‡ ÎË˜ÌËfl ÒË „‡‰. äÓ„‡ÚÓ Ì‡ÔËÏÂ ÒË ÏÂ˜Ú‡fl ÛÎËˆËÚÂ ◊ÅÓËÒ“,
◊ÉÎ‡‰ÒÚÓÌ“ Ë ◊è‡˜Â‚Ë˜“ ‰‡ ·˙‰‡Ú ‡Á˜ËÒÚÂÌË ÓÚ ‰ÂÈÒÚ‚‡˘Ë Ë ÌÂ‰ÂÈÒÚ‚‡˘Ë ÍÓÎË, Á‡
‰‡ ‚Ë‰fl ‡ÈÓÌ‡ Í‡ÚÓ ‚ ÏÓÂÚÓ ‰ÂÚÒÚ‚Ó, ÏÓ„‡ ‰‡ ÒË ÔÂ‰ÒÚ‡‚fl Ë ‰Û„‡ ÒËÚÛ‡ˆËfl. ç‡ÔË-
ÏÂ, ˜Â ‡ÍÓ ÔÓ ÌflÍ‡Í‚‡ Ï‡„Ëfl ‡Á˜ËÒÚ‚‡ÌÂÚÓ ÒÂ ÒÎÛ˜Ë, ÒÎÂ‰ ‚ÂÏÂ ÌflÍÓÈ ‰fl‰Ó ˘Â
‡ÁÔ‡‚fl Ì‡ ‰Âˆ‡Ú‡: ◊äÓ„‡ÚÓ ·flı Ï‡Î˙Í, ÚÛÍ ·Â¯Â Ô˙ÎÌÓ Ò ‡ÁÌÓˆ‚ÂÚÌË ÍÓÎË ÓÚ ‚Òfl-
Í‡Í‚Ë Ï‡ÍË, ÒÂ‰ ÍÓËÚÓ Ó·Ë˜‡ıÏÂ ‰‡ Ë„‡ÂÏ Ì‡ ÍËÂÌËˆ‡. àÏ‡¯Â Ë Â‰ËÌ ÒÚ‡ åÓÒÍ-
‚Ë˜ Ì‡ ÚÛÔ˜ÂÚ‡, ÔÓ‰ ÍÓÈÚÓ ‚ÒflÍÓ ÎflÚÓ Í‚‡Ú‡ÎÌ‡Ú‡ ÍÛ˜Í‡ ãËÁ‡ ÓÚ„ÎÂÊ‰‡¯Â Ï‡ÎÍËÚÂ
ÒË Ë ÌËÂ ÏÌÓ„Ó ËÏ ÒÂ ‡‰‚‡ıÏÂ...“ íÓÂÒÚ Í‡ÚÓ ˜Ó‚ÂÍ Ò ‚˙Ó·‡ÊÂÌËÂ, ‡Á ÏÓ„‡ ‰‡ ÒË
ÔÂ‰ÒÚ‡‚fl Ì‡‰ ÏËÎËÓÌ ‡ÁÎË˜ÌË ÎË˜ÌË ÒÔÓÏÂÌË, „‡‰Ó‚Â Ë ÏÂ˜ÚË, ÌÓ ÏÂ ËÌÚÂÂÒÛ‚‡
Ó·˘ÓÚÓ – ÚÓ‚‡, ÓÍÓÎÓ ÍÓÂÚÓ Í‡ÚÓ „‡Ê‰‡ÌË ÏÓÊÂÏ ‰‡ ÒÂ Ò˙„Î‡ÒËÏ, ˜Â Â ëÓÙËfl.

ÒÚ. 24 – 25
ëÚÓ ‡„ÛÏÂÌÚ‡ Á‡ ËÁÍÛÒÚ‚Ó ‚ Ó·˘ÂÒÚ‚ÂÌÓÚÓ ÔÓÒÚ‡ÌÒÚ‚Ó, 2004. îÓÚÓ„‡ÙËË
pp. 24 – 25
100 Points in Favor of Art in Urban Space, 2004. Photography

àÁ‚ËÌÂÚÂ, ÍÓÈ Â ÚÓÁË „‡‰?, 2004
Excuse me, Which City is This?, 2004
www.cityscales.net



27

page 27VS-Book-2-final.qxd /

Diana Popova

A Forecast for Sofia
In his project “Excuse me, which city is this?” Krassimir Terziev often uses the words
“intuitively” and “study”. As a combination they seem like an oxymoron, but actually they
describe the process and the results quite precisely. I have always had great reverence
for the intuition of artists – it does not need an accumulation of facts, knowledge or analy-
ses in order to draw profound conclusions or to sometimes make a surprisingly accurate
forecast about the development of a process. By contrast, in this case the artist finds him-
self literally amid the object, which is a “geographical” one, and which bombards him with
a number of facts tempting him to explore. And he does carry out an exploration with the
statement so typical of academic studies that he does not set out to be comprehensive.
One could say that Krassimir Terziev’s project gains from the oxymoron: while “circling”
around it, the viewers are free to embark on, and follow, their own intuitions, to include
their own facts, to add to the conclusions and to develop the forecasts at random. This is
because in the mean time the viewers have recognised the project of the artist as theirs.
Here lies the main danger which is also generated by the oxymoron – to turn the freedom
of the viewer into anarchy.

Which, by the way, has already happened. The issue of the Kapital newspaper arts and
culture supplement from 17 – 23 April 2004 has appropriated Krassimir Terziev’s project as
a recurring topic, and Katya Atanasova has appropriated Sofia as well in the article
“Answer: “This is my city”” providing an example “how people can turn spaces into their
personal surroundings”. In this case they turn them into a personal memory, too. It is inter-
esting that the very mentioning of Sofia today is an occasion to immerse oneself in remi-
nisces about the Sofia of the past, in the sentiment of childhood, in the wisdom of the old
woman and the pine, as it is in the case of this article. The issue at stake is that the
appropriation is not related to another person’s grandmother and pine tree, grandfather
and lime-tree, or auntie and poplar, etc. The appropriation is ruthless and selfish, it affirms
that we live here as individuals not as citizens. I consider myself to be more tolerant with
regard to my personal city. When I dream of the streets Boris, Parchevich and Gladstone
as being rid of all the cars so that I can see the area as it was in my childhood, for exam-
ple, I can imagine a different situation. For instance, I can imagine that if by force of magic
the cars indeed disappeared, at some point an old man would be saying to the children
from the neighbourhood: “When I was a little boy, this place was full of colourful cars and
we used to play “hide and seek” around them. There was an old Russian car propped on
wooden planks and under it the street cat Lisa reared her kittens. Oh, what fun we had
with them ...”. In other words, as an imaginative person, I can imagine over a million per-
sonal memories, cities and dreams, but I am interested in that which, in the aggregate, we
as citizens can agree to be Sofia.

In May three of my students chose Krassimir Terziev’s exhibition at the ATA centre as the
frame of reference of an examination task. It is interesting that as artists they were pro-
voked not so much by the specific visual images as by the people these images refer to.
“There is a theory that in order to live happily in a city, its population should not be over
30,000.” (Zornitsa Piskuliyska). Sofia is “an environment that has no present” (Milla
Stoeva). “There is nothing that unifies or provides an identity for the person in Sofia”
(Elena Tomova). Further on, while reflecting on the reasonable question “Why should this
be Sofia – there are other cities and capitals that have illegal markets, stray dogs, or frag-
mentary spaces without any link among them?”, we affirmed Krassimir Terziev’s conclu-
sion that “Sofia does not exist”. Because while other cities and capitals (which we have
visited) have a city centre – a group of buildings and/or historical monuments – as a char-
acteristic feature, our capital definitely lacks any. What I have in mind here is not just an
administrative centre or a geographical site, but a positively and emotionally  perceived,
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èÂÁ Ï‡È ‚ ‡ÏÍËÚÂ Ì‡ ËÁÔËÚÌ‡ Á‡‰‡˜‡ ÚË ÏÓË ÒÚÛ‰ÂÌÚÍË ÒÂ Ì‡ÒÓ˜Ëı‡ Í˙Ï ËÁÎÓÊ·‡-
Ú‡ Ì‡ ä‡ÒËÏË íÂÁËÂ‚ ‚ ÄíÄ ˆÂÌÚ˙/àëà – ëÓÙËfl. àÌÚÂÂÒÌÓÚÓ ·Â, ˜Â ÚÂ, ·Ë‰ÂÈÍË
Ò‡ÏËÚÂ ıÛ‰ÓÊÌËˆË, ·flı‡ ÔÓ‚ÓÍË‡ÌË ÌÂ ÚÓÎÍÓ‚‡ ÓÚ ÔÓÍ‡Á‡Ì‡Ú‡ ÍÓÌÍÂÚÌ‡ ‚ËÁËfl,
ÍÓÎÍÓÚÓ ÓÚ ıÓ‡Ú‡, Í˙Ï ÍÓËÚÓ Úfl ÔÂÔ‡˘‡. ◊àÏ‡ ÚÂÓËfl, ˜Â Á‡ ‰‡ ÊË‚ÂÂ¯ ˘‡ÒÚÎË‚Ó
‚ „‡‰, ÊËÚÂÎËÚÂ ÌÂ ·Ë Úfl·‚‡ÎÓ ‰‡ ·˙‰‡Ú ÔÓ‚Â˜Â ÓÚ 30 000“ (áÓÌËˆ‡ èËÒÍÛÎËÈÒÍ‡).
ëÓÙËfl Â ◊ÒÂ‰‡ ÓÚ ıÓ‡ ·ÂÁ Ò˙‚ÂÏËÂ“ (åËÎ‡ ëÚÓÂ‚‡). ◊çflÏ‡ ÌÂ˘Ó, ÍÓÂÚÓ ‰‡ Ó·Â‰Ë-
Ìfl‚‡ Ë ‰‡ ‰‡‚‡ Ë‰ÂÌÚË˜ÌÓÒÚ Ì‡ ÒÓÙËflÌÂˆ‡“ (ÖÎÂÌ‡ íÓÏÓ‚‡). èÓ-Ì‡Ú‡Ú˙Í, ‡ÁÒ˙Ê‰‡-
‚‡ÈÍË ÓÍÓÎÓ Ò˙‚ÒÂÏ ÂÁÓÌÌËfl ‚˙ÔÓÒ ◊á‡˘Ó Ì‡ËÒÚËÌ‡ ÚÓ‚‡ ‰‡ Â ëÓÙËfl – Ë ‚ ‰Û„Ë
„‡‰Ó‚Â Ë ÒÚÓÎËˆË ËÏ‡ ÌÂÎÂ„‡ÎÌË Ô‡Á‡Ë, ·ÂÁ‰ÓÏÌË ÍÛ˜ÂÚ‡, Ù‡„ÏÂÌÚ‡ÌË ÏÂÒÚ‡ ·ÂÁ
‚˙ÁÍ‡ ÔÓÏÂÊ‰Û ÒË?“, ÔÓÚ‚˙‰ËıÏÂ ËÁ‚Ó‰‡ Ì‡ ä‡ÒËÏË íÂÁËÂ‚, ˜Â ◊ëÓÙËfl ÌÂ Ò˙-
˘ÂÒÚ‚Û‚‡“. á‡˘ÓÚÓ ‡ÍÓ ‰Û„ËÚÂ „‡‰Ó‚Â Ë ÒÚÓÎËˆË (‚ ÍÓËÚÓ ÒÏÂ ıÓ‰ËÎË) ËÏ‡Ú
ˆÂÌÚ˙ – „ÛÔ‡ Ò„‡‰Ë Ë/ËÎË ËÒÚÓË˜ÂÒÍË Ô‡ÏÂÚÌËˆË – Í‡ÚÓ ÓÚÎË˜ËÚÂÎÂÌ ·ÂÎÂ„, Á‡
ÍÓÈÚÓ ÊËÚÂÎËÚÂ Ò‡ Ò˙„Î‡ÒÌË, ˜Â Â Ú‡Í˙‚, ÚÓ Ì‡¯‡Ú‡ ÓÔÂ‰ÂÎÂÌÓ ÌflÏ‡. ëÚ‡‚‡ ‰ÛÏ‡ ÌÂ
ÔÓÒÚÓ Á‡ ‡‰ÏËÌËÒÚ‡ÚË‚ÂÌ ˆÂÌÚ˙ ËÎË „ÂÓ„‡ÙÒÍ‡ ÚÓ˜Í‡, ‡ Á‡ ÔÓÎÓÊËÚÂÎÌÓ ÂÏÓˆËÓ-
Ì‡ÎÌÓ ‚˙ÁÔËÂÏ‡ÌÓ Ë Ó·ËÚ‡ÂÏÓ Ó·˘Ó ÏflÒÚÓ. ãËÔÒ‡Ú‡ Ì‡ Ú‡ÍÓ‚‡ ÏflÒÚÓ ‚ ëÓÙËfl ÌÂËÁ-
·ÂÊÌÓ Á‡ÒËÎ‚‡ ÚÂÌ‰ÂÌˆËËÚÂ Ì‡ Ù‡„ÏÂÌÚË‡ÌÂ, ‡ÁÔ‡‰ Ë ÎË˜ÌÓ ÔËÒ‚Ófl‚‡ÌÂ Ì‡
ÔÓÒÚ‡ÌÒÚ‚ÓÚÓ.

ëÓÙËfl Â ◊Ò‡ÏÓ ·ÎÂ‰‡ ‡·ÒÚ‡ÍˆËfl, ÔÓÂÍÚË‡Ì‡ ÓÚ ËÌÒÚËÚÛˆËËÚÂ, ÍÓflÚÓ ÌÂ ÛÒÔfl‚‡ ‰‡
ÛÒÚÓË Ì‡ ÚÂ˜ÂÌËÂÚÓ Ì‡ ◊Â‡ÎÌËfl ÊË‚ÓÚ““ – ÔË¯Â ä‡ÒËÏË íÂÁËÂ‚. íÛÍ ÌÂ Ò˙Ï Ò˙„-
Î‡ÒÌ‡ Ò ÌÂ„Ó. á‡˘ÓÚÓ ËÌÒÚËÚÛˆËËÚÂ ‚˙Ó·˘Â ÌÂ ÒÂ ÓÔËÚ‚‡Ú ‰‡ ÛÒÚÓfl‚‡Ú Ë ‰‡ ◊Û‰˙Ê‡Ú“
„‡‰‡, ‡ Ì‡ÔÓÚË‚ – Ò ÔÓÂÍÚËÚÂ ÒË Û˜‡ÒÚ‚‡Ú ‚ ‡ÁÔ‡‰‡ Ì‡‡‚ÌÓ Ò ËÌ‰Ë‚Ë‰ËÚÂ. Ç ÔÓÒ-
ÎÂ‰ÌËÚÂ ‰ÂÒÂÚËÌ‡ „Ó‰ËÌË ëÓÙËÈÒÍ‡Ú‡ Ó·˘ËÌ‡ Ò˙Á‰‡‰Â ÌflÍÓÎÍÓ ‡ÁÌÓ‚ÂÏÂÌÌË Ë
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shared, and inhabitable place. The lack of such a place in Sofia inevitably reinforces the
tendencies toward fragmentation, breaking down and personal appropriation of spaces. 

Krassimir Terziev writes that Sofia is “only a pale abstraction projected by institutions
which is not capable of resisting the flow of “real life””. I do not agree with him on this
point. Institutions do not even attempt to resist and to hold the city together, on the con-
trary, with their projects they take part in the breakdown on a par with the individuals. In
the last ten years the Municipality created several fragments in different styles and from
different time periods: Pirotska Street and the square in front of the Central Baths, the
fountains in front of the former King’s Palace and in Slaveykov Square have been “recreat-
ed”. With ambitious consistency kitschy elements have been introduced in the Stalinist
architecture of the area known as the “Largo” (situated between the Sheraton hotel and
the TSUM shopping centre – tr.)… Unlike the ordinary city inhabitant, the Sofia Municipality
can afford massive fragmentation and breakdown, and its business contacts increase the
scale. The levels of project activity have risen in the National Assembly and the Ministry of
Culture but, fortunately, there are no project outcomes yet. Against such a backdrop the
children’s playgrounds equipped with swings, slides and the like from the arsenal of World
War II are innocence itself, a dear museum memory from times more regulated (even
though it is not clear who designed those playgrounds at some point in the 1980s accord-
ing to the archives of the local municipality).

Ö‰ËÌ ÙËÎÏ (ËÌÒˆÂÌËÓ‚Í‡ Ì‡ ÙËÎÏÓ‚‡ ÔÓ‰ÛÍˆËfl), 2004. ä‡‰˙ ÓÚ ‚Ë‰ÂÓ
A Film (staging a film production), 2004. Video still
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‡ÁÌÓÒÚËÎÌË Ù‡„ÏÂÌÚ‡ ‚ „‡‰‡: ÛÎ. ◊èËÓÚÒÍ‡“ Ë ÔÎÓ˘‡‰‡ ÔÂ‰ ñÂÌÚ‡ÎÌ‡ ·‡Ìfl;
◊‚˙ÁÒÚ‡ÌÓ‚Ë“ ÙÓÌÚ‡Ì‡, ÌflÍÓ„‡ ÔÂ‰ Ñ‚ÓÂˆ‡, Ì‡ ÔÎ. ◊ëÎ‡‚ÂÈÍÓ‚“; Ò ‡Ï·ËˆËÓÁÌ‡ ÔÓÒ-
ÎÂ‰Ó‚‡ÚÂÎÌÓÒÚ ‚Ì‡Òfl ÍË˜ÓÁÌË ÂÎÂÏÂÌÚË ÔÂ‰ ÒÚ‡ÎËÌËÒÚÍ‡Ú‡ ‡ıËÚÂÍÚÛ‡ Ì‡ ã‡„Ó-
ÚÓ... á‡ ‡ÁÎËÍ‡ ÓÚ Ó·ËÍÌÓ‚ÂÌËfl Ó·ËÚ‡ÚÂÎ Ì‡ „‡‰‡, Ó·˘ËÌ‡Ú‡ ËÏ‡ ‚˙ÁÏÓÊÌÓÒÚË Á‡
Ï‡˘‡·ÂÌ ‡ÁÔ‡‰ Ë Ù‡„ÏÂÌÚË‡ÌÂ, ‡ ÍÓÌÚ‡ÍÚËÚÂ Ò ·ËÁÌÂÒ‡ ËÏ ÔË‰‡‚‡Ú ‰ÓÔ˙ÎÌËÚÂ-
ÎÂÌ ‡ÁÏ‡ı. ÄÍÚË‚ÌË ‚ ÔÓÂÍÚÌ‡Ú‡ ÒË ‰ÂÈÌÓÒÚ Á‡ ëÓÙËfl Ì‡ÔÓÒÎÂ‰˙Í Ò‡ Ó˘Â è‡Î‡-
ÏÂÌÚ˙Ú Ë åËÌËÒÚÂÒÚ‚ÓÚÓ Ì‡ ÍÛÎÚÛ‡Ú‡ – Á‡ ˘‡ÒÚËÂ Á‡ÒÂ„‡ ‰Ó Â‡ÎËÁ‡ˆËË ÌÂ ÒÂ Â
ÒÚË„Ì‡ÎÓ. ç‡ ÚÓÁË ◊ÙÓÌ“ ‰ÂÚÒÍ‡Ú‡ ÔÎÓ˘‡‰Í‡ Ò Í‡ÚÂÛ¯ÍË ÓÚ ‡ÒÂÌ‡Î‡ Ì‡ ÇÚÓ‡Ú‡
Ò‚ÂÚÓ‚Ì‡ ‚ÓÈÌ‡ Â Ò‡Ï‡Ú‡ ÌÂ‚ËÌÌÓÒÚ – ÏËÎ ÏÛÁÂÂÌ ÒÔÓÏÂÌ ÓÚ ÔÓ-Â„Î‡ÏÂÌÚË‡ÌË ‚Â-
ÏÂÌ‡ (Ï‡Í‡ ‰‡ ÌÂ Â flÒÌÓ ÍÓÈ ÚÓ˜ÌÓ Â ÌÂ„Ó‚ËflÚ ‡‚ÚÓ, Ò˙Á‰‡Î „Ó ÌflÍ˙‰Â ‚ Ì‡˜‡ÎÓÚÓ
Ì‡ 80-ÚÂ ÒÔÓÂ‰ ‰ÓÍÛÏÂÌÚËÚÂ ‚ ÏÂÒÚÌ‡Ú‡ Ó·˘ËÌ‡).

ê‡Á·Ë‡ ÒÂ, ÌÂ Úfl·‚‡ ‰‡ ÔÂÌÂ·Â„‚‡ÏÂ ÎË˜Ì‡Ú‡ ËÌËˆË‡ÚË‚‡ Ì‡ ÔÓ-ÌËÒÍË ÌË‚‡, ÔÂ‰-
ÒÚ‡‚ÂÌ‡ ‚˙‚ ‚Ë‰ÂÓÚÓ ◊Ö‰ËÌ Ô‡Á‡”. äÓ„‡ÚÓ Á‡ Ô˙‚Ë Ô˙Ú „Ó „ÎÂ‰‡ı, ÔÂ‰ÔÓÎÓÊËı, ˜Â
‡‚ÚÓ˙Ú Â ËÁÔÓÎÁ‚‡Î ·˛ÎÂÚËÌ‡ Á‡ ÌË‚ÓÚÓ Ì‡ ÂÍ‡ ÑÛÌ‡‚ ‚ Ò‡ÌÚËÏÂÚË, ÁÌ‡ÂÈÍË Á‡
ÑÛÌ‡‚ÒÍ‡Ú‡ ÎÓÚ‡Ëfl. éÍ‡Á‡ ÒÂ, ˜Â ÌÂ Â ˜Û‚‡Î Á‡ ÌÂfl. í‡Í‡ ‡Á ÒÂ Ò·Î˙ÒÍ‡ı Ò ÔÓÂ‰ÌËfl
ÔÓ·ÎflÒ˙Í Ì‡ ıÛ‰ÓÊÌË˜ÂÒÍ‡ ËÌÚÛËˆËfl. á‡ ÑÛÌ‡‚ÒÍ‡Ú‡ ÎÓÚ‡Ëfl ÏË ‡ÁÍ‡Á‡ı‡ ÔÂ‰Ë Ìfl-
ÍÓÎÍÓ „Ó‰ËÌË ‚ êÛÒÂ. èÓÒÎÂ ÏË ÔÓÔ‡‰Ì‡ ÒÔ. ◊1“ (‹ 2, Ï‡È 2002), Í˙‰ÂÚÓ ‚ ÒÚ‡ÚËflÚ‡
◊ÑÛÌ‡‚ÒÍË Ë„Ë“ ÉÂ‡ÒËÏ èÎ‡Ú‡ÌÓ‚ ‡Á„ÎÂÊ‰‡ ËÒÚÓËflÚ‡ Ë ‡Á‚ËÚËÂÚÓ Ì‡ ÎÓÚ‡ËflÚ‡,
Í‡ÍÚÓ Ë Ì‡˜ËÌËÚÂ Ì‡ Á‡Î‡„‡ÌÂ ‚ ÏËÌ‡ÎÓÚÓ Ë ÒÂ„‡. ÑÓÍÓÎÍÓÚÓ ‡Á·‡ı, ÔÂ˜ÂÎË ÚÓÁË,
ÍÓÈÚÓ Â ‰‡Î Ì‡È-·ÎËÁÍË ÒÚÓÈÌÓÒÚË ‰Ó ÚÂÁË Á‡ ‰ÂÌfl. ãÓÚ‡ËflÚ‡ ÒÂ ÔÓ‚ÂÊ‰‡ Ò˙˘Ó Ì‡
‡ÁÎË˜ÌË ÌË‚‡. Ä‚ÚÓ˙Ú Ì‡ ÒÚ‡ÚËflÚ‡ ˆËÚË‡ Ì‡·Î˛‰ÂÌËflÚ‡ Ì‡ Î‡‚Í‡‰ÊËfl Í‡È ‚ÓÂÌÌÓ
ÔÓ‰ÂÎÂÌËÂ ‚˙ıÛ ‚ÓÈÌËˆË ÓÚ Í‡È‰ÛÌ‡‚ÒÍËÚÂ ÒÂÎË˘‡, ÍÓËÚÓ ‚ÒÂÍË ÒÎÂ‰Ó·Â‰ ÒÂ Ò˙·Ë-
‡ÎË ‚ ÒÚ‡flÚ‡ Ì‡ ‰ÂÊÛÌËfl, Á‡ ‰‡ ÒÎÛ¯‡Ú ‡‰ËÓ, ÒÎÂ‰ ÍÓÂÚÓ Ô‡‚ÂÎË ÌÂÓ·Ë˜‡ÈÌÓ „Ó-
ÎflÏ Ó·ÓÓÚ ‚ Î‡‚Í‡Ú‡. ◊ÇÂ‰Ì˙Ê Â‰ËÌ ÓÚ Úflı, ‰ÓÍ‡‡Ì ‰Ó Â‚, ÔÂÁ flÍË ÔÒÛ‚ÌË ÓÚÌÓÒÌÓ
åÓı‡˜ Ë áÂÏÛÌ, ÔÓ˙˜‡Î 140 ÚÛÌÍ‚‡ÌË ‚‡ÙÎË.“ ç‡ÔÓÏÌfl ÒÂ Ë Á‡ ÒÎÓ‚‡¯ÍËfl ÎË‰Â 
ÇÎ‡‰ËÏË åÂ˜Ë‡, ÍÓÈÚÓ ÔÂÁ 2001 ÔÂ‰ÔËÂÎ ◊˜Û‚ÒÚ‚ËÚÂÎÌ‡ ËÌÚÂ‚ÂÌˆËfl ‚˙ıÛ ÌË-
‚‡Ú‡ Ì‡ ÑÛÌ‡‚‡... Ò ËÁÌÂÌ‡‰‚‡˘ÓÚÓ Á‡ Ô‡‚ËÚÂÎÒÚ‚ÓÚÓ Ì‡ ÒÓ·ÒÚ‚ÂÌ‡Ú‡ ÏÛ ÒÚ‡Ì‡ Â‰-
ÌÓÍ‡ÚÌÓ ËÁÚÓ˜‚‡ÌÂ Ì‡ ˆflÎ flÁÓ‚Ë Í‡È äÓÏ‡ÌÓ“. èÓ-Ì‡Ú‡Ú˙Í ‚ ÒÚ‡ÚËflÚ‡ ÒÂ ÔÓÒÓ˜‚‡Ú
Ò‡ÈÚÓ‚Â ‚ àÌÚÂÌÂÚ, ‰ÓÒÚ˙ÔÌË Ò‡ÏÓ Ò Ô‡ÓÎ‡ (ÌÂ Ò˙Ï „Ë ÔÓ‚Âfl‚‡Î‡, ‰Ó‚Âfl‚‡Ï ÒÂ
Ì‡ ‡‚ÚÓ‡): ÒÚ‡ÚËÒÚËÍ‡Ú‡ Á‡ ÔÓÒÂ˘‡ÂÏÓÒÚÚ‡ Ì‡ Â‰ËÌËfl ÓÚ Úflı Â Ú‚˙‰Â ÂÒÔÂÍÚË‡˘‡,
◊Á‡ ‰‡ ÔÓ‚fl‚‡ÏÂ, ˜Â 24 300 ‰Û¯Ë ‰ÌÂ‚ÌÓ ÔÂÁ ÏÓ·ËÎÌËÚÂ ÒË ÚÂÎÂÙÓÌË ÒÂ ËÌÙÓÏË‡Ú
Á‡ ÌË‚‡Ú‡ Ì‡ ÑÛÌ‡‚‡, ÔÓÌÂÊÂ Ì‡‚Ë„Ë‡Ú ÔÓ ÌÂ„Ó Ë ÚÓ‚‡ ËÏ Â ÌÛÊÌÓ“.

Ç˙ÁÍ‡Ú‡ Ì‡ ÑÛÌ‡‚ÒÍËfl ·˛ÎÂÚËÌ Ë Ô‡Á‡‡ ‚ Í‡Ì‡Î‡ Ì‡ ÇÎ‡‰‡ÈÒÍ‡Ú‡ ÂÍ‡ Â Ò˙‚ÒÂÏ
ÔflÍ‡. à ‚ ‰‚‡Ú‡ ÒÎÛ˜‡fl ÒÚ‡‚‡ ‰ÛÏ‡ Á‡ ÛÒ‚Ófl‚‡ÌÂ Ì‡ Ó·˘Ë Ë Ó·˘ÓÔÓÎÂÁÌË ÌÂ˘‡ (ÏÂÒ-
Ú‡, ÔÓÒÚ‡ÌÒÚ‚‡) Á‡ Ò˙ÏÌËÚÂÎÌË ‰ÂÈÌÓÒÚË ÓÚ ÔÓfl‰˙Í, ÍÓÈÚÓ Â Ú‚˙‰Â ‡ÁÎË˜ÂÌ ÓÚ
Ô˙‚ÓÌ‡˜‡ÎÌÓÚÓ ÔÂ‰Ì‡ÁÌ‡˜ÂÌËÂ. é·ÒÂ·‚‡ÌÂÚÓ Ì‡ ÔÛ·ÎË˜ÌÓÚÓ Á‡ ÎË˜ÌÓ ÔÓÎÁ‚‡ÌÂ
‚Ó‰Ë ‰Ó Ò˙Á‰‡‚‡ÌÂ Ì‡ Á‡Ú‚ÓÂÌË ÔÓÒÚ‡ÌÒÚ‚‡ Ë Ó·˘ÌÓÒÚË, ‚ ÍÓËÚÓ ÌÂÔÓÒ‚ÂÚÂÌËÚÂ ÒÂ
˜Û‚ÒÚ‚‡Ú ÌÂÊÂÎ‡ÌË. ä‡Ì‡Î˙Ú Ì‡ ÇÎ‡‰‡ÈÒÍ‡Ú‡ ÂÍ‡ Â Í‡ÂÌ Ë Á‡ÚÓ‚‡ ÚÓ˜ÂÌ ÔËÏÂ Á‡
ÚÓÁË ÔÓˆÂÒ. à ‚˙ÔÂÍË ˜Â ‡Á Ò‡Ï‡Ú‡ ÌÂ Ò˙Ï ÔÓÎÁ‚‡Î‡ Í‡Ì‡Î‡ ÔflÍÓ ‚ ËÁÌ‡˜‡ÎÌ‡Ú‡
ÏÛ ·ËÚÌÓÒÚ (ÔÓÎÁ‚‡ ÒË „Ó ÂÍ‡Ú‡), Ò ÎÂÍÓÚ‡ ÏÓ„‡ ‰‡ ÔË‚Ë‰fl ‚ ÚÓÁË Ó·‡Á É‡‰ÒÍ‡Ú‡
„‡‰ËÌ‡ Ì‡ÔËÏÂ. ÇÒflÍÓ ÎflÚÓ ˜ÂÚËË ÓÚ ÌÂÈÌËÚÂ ÓÒÂÏ ‚ıÓ‰‡ ÒÂ Á‡‰˙ÒÚ‚‡Ú Ò Ï‡ÒË,
ÒÚÓÎÓ‚Â, ˜‡‰˙Ë Ë ÚÂÌÚË Ì‡ ÔÂÚ Á‡‚Â‰ÂÌËfl. í‡ÁË „Ó‰ËÌ‡ ÔÂÚËflÚ ‚ıÓ‰ ·Â ÛÒ‚ÓÂÌ, Á‡Â‰ÌÓ
Ò 1/3 ÓÚ „‡‰ËÌ‡Ú‡, Á‡ ÌÛÊ‰ËÚÂ Ì‡ ÌÓ‚ÓÔÓÒÚÓÂÌËfl É‡Ì‰ ıÓÚÂÎ ëÓÙËfl. éÒÚ‡Ì‡ÎËÚÂ
ÚË ‚ıÓ‰‡, ‚ÒÂ Ó˘Â ÓÚÌÓÒËÚÂÎÌÓ Ò‚Ó·Ó‰ÌË, ‰˙ÎÊËÏ Ì‡ ÄÏÂËÍ‡ÌÒÍÓÚÓ ÔÓÒÓÎÒÚ‚Ó,
ÇÓÂÌÌÓÚÓ ÏËÌËÒÚÂÒÚ‚Ó Ë ëÓÙËÈÒÍ‡Ú‡ „‡‰ÒÍ‡ ıÛ‰ÓÊÂÒÚ‚ÂÌ‡ „‡ÎÂËfl. èÓ·ÎÂÏ˙Ú Ì‡
ÏËÌÛ‚‡˜‡ (‚ ÏÓÂ ÎËˆÂ) Â, ˜Â ‚ Á‡‚ËÒËÏÓÒÚ ÓÚ Ï‡¯ÛÚ‡ Â ÔËÌÛ‰ÂÌ ‰‡ ÔÂÏËÌ‡‚‡ ÔÓÒ-
ÎÂ‰Ó‚‡ÚÂÎÌÓ ÔÂÁ ˜‡ÒÚÌÓ, ÔÛ·ÎË˜ÌÓ Ë Ô‡Í ˜‡ÒÚÌÓ ÔÓÒÚ‡ÌÒÚ‚Ó, ÍÓÂÚÓ Ò˙Á‰‡‚‡ ‰ÓÒÚ‡
ÔÓÚË‚ÓÂ˜Ë‚Ë ÛÒÂ˘‡ÌËfl. Ñ‡ ÌÂ „Ó‚ÓËÏ Á‡ ÌÂÛ‰Ó·ÒÚ‚ÓÚÓ ÓÚ Î‡‚Ë‡ÌÂÚÓ ÏÂÊ‰Û Ï‡ÒË
Ë ÒÂ‚ËÚ¸ÓË Ò ÛÍÓËÁÌÂÌ ÔÓ„ÎÂ‰ Í˙Ï Ì‡Û¯ËÚÂÎfl Ì‡ ÔËÒ‚ÓÂÌÓÚÓ ÔÓÒÚ‡ÌÒÚ‚Ó...

ÑÓÍ‡ÚÓ ÏËÒÎÂı Á‡ ÛÎËˆËÚÂ Í‡ÚÓ ÔÓÒÎÂ‰ÌÓÚÓ Ë ÛÒÚÂÏÌÓ Ì‡Ï‡Îfl‚‡˘Ó Ó·˘Ó ÏflÒÚÓ, ÒË
ÒÔÓÏÌËı, ˜Â ‚ÒÂ Ô‡Í ËÏ‡ ÌÂ˘Ó, ÓÍÓÎÓ ÍÓÂÚÓ ÒÓÙËflÌˆË ÒÂ ÍÓÌÒÓÎË‰Ë‡Ú ‚ ÏÌÂÌËÂÚÓ ÒË
Á‡ ÓÚÎË˜ËÚÂÎÂÌ ·ÂÎÂ„ Ì‡ „‡‰‡ Ë ÍÓÂÚÓ Ì‡ÚÓ‚‡‚‡Ú Ò ÔÓÎÓÊËÚÂÎÌË ÂÏÓˆËË Ë Ò‡ÌÚËÏÂÌ-
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Of course, we should not neglect the “grass roots” individual initiative which features in
the video “A Market”. When I watched it for the first time I thought that the artist had used
the bulletin about the levels of the river Danube in centimetres because he had known
about the Danube lottery. It turned out he had never heard about it. I was facing yet anoth-
er sparkle of artistic intuition. I was told about the Danube lottery a few years ago in
Rousse. Then in the “1” magazine I read Gerassim Platanov’s article which looks at the
history and the development of the lottery as well as the modes of making stakes in the
past and nowadays. As far as I understood, the winner is the person whose guess about
the levels of the day were the closest to the real figures. The lottery itself is also carried
out on different levels. The author of the article refers to the observations of an owner of a
canteen located close to an army base, on the soldiers in the regiment who were from dif-
ferent villages and towns near the Danube. The men got together every afternoon in the
office of the soldier on duty to listen to the bulletin on the radio and then they boosted the
canteen’s turnover considerably. “Once one of them, who was on the verge of tears, and
amid sordid swearing at the Romanian towns of Mohach and Zemun, ordered 140 waf-
fers.” The article also reminds us of the Slovakian leader Vladimir Mechiar who in 2001
undertook a “considerable intervention in the levels of the Danube… by drawing the water
out of a whole dam lake near Komarno once, much to the surprise of his own government
and country.” The article goes on to refer to websites that are password-accessed only (I
have not checked them and I am taking the author’s word for it): the statistics of hits on
one of the websites is impressive indeed and makes us “believe that 24,300 people
access it daily via their mobile phones to get updated information on the levels of the river
for navigation purposes.”

The link between the Danube bulletin and the market along the Vladayska river is quite
direct. In both cases there is an appropriation of common and commonly useful things
(places, spaces) for dubious activities of an order that is too different from the original
design. The take-over of the public entity for a private use leads to the emergence of
closed spaces and communities in which uninitiated individuals feel unwanted. The canal
of the Vladayska river is an extreme and hence precise example of this process. And even
though I have not used the canal in its original utilitarian status (it is the river that uses it,
really), I can easily recognise the City garden, for instance, in this image. Every summer
four of its eight entrances are congested with the tables, chairs, sunshades and marquees
of five cafes and bars. This year the fifth entrance was usurped together with a third of the
garden for the needs of the newly-built Grand Hotel Sofia. The remaining three entrances,
still relatively passable, we owe to the American embassy, the Ministry of Defense and the
Sofia Art Gallery. The problem for the passer-by which I have to deal with, is that one is
forced to go though a private, public and then again private space – depending on one’s
route – which creates quite contradictory sensations. Not to mention the inconvenience of
having to manoeuvre among tables and waiters, or the reproachful look toward the pass-
er-by trespassing the appropriated space…

While I was thinking about the streets as the last, and fast diminishing, common space, I
remembered that there is at least one thing that unites the residents of Sofia in their opin-
ion on the characteristic feature of the city, and which calls forth positively loaded associ-
ations. This feature are the yellow bricks with which a central boulevard – Tsar
Osvoboditel – is paved. Celebrated in prose and verse, collected at the first opportunity
(i.e. in times of road repairs), and causing sighs of nostalgia to expatriate Bulgarians, the
yellow paving bricks seem to be the only thing capable of awakening citizenship con-
science. The danger that “They have started to fold!” caused grave and widespread con-
cern three winters ago. Recently, local residents have raised the alarm that “They are
being removed and replaced in our area!”. Everything that happens to the yellow paving
bricks receives immediate media coverage, thus causing surprisingly fast measures from
the Municipality. And just when I was about to feel relieved that I had found the thing that
we, the residents of Sofia, collaboratively load with positive emotions, I remembered the
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ÚË. íÓ‚‡ Ò‡ Ê˙ÎÚËÚÂ Ô‡‚ÂÚ‡. Ç˙ÁÔfl‚‡ÌË ‚ ÒÚËıÓ‚Â Ë ÔÓÁ‡, ÍÓÎÂÍˆËÓÌË‡ÌË ÔË Ô˙‚
Û‰Ó·ÂÌ ÒÎÛ˜‡È (Ú.Â. ÂÏÓÌÚ), ÔÂ‰ËÁ‚ËÍ‚‡˘Ë ÌÓÒÚ‡Î„Ë˜ÌË ‚˙Á‰Ë¯ÍË Û ·˙Î„‡ËÚÂ ‚ ˜ÛÊ-
·ËÌ‡, ÚÂ ÒflÍ‡¯ Â‰ËÌÒÚ‚ÂÌË Ò‡ ÒÔÓÒÓ·ÌË ‰‡ Ò˙·Û‰flÚ „‡Ê‰‡ÌÒÍ‡Ú‡ Ò˙‚ÂÒÚ. ◊ç‡„˙Ì‡ÎË
Ò‡ ÒÂ!“ – Ë Ì‡ÒÚ‡Ì‡ Ó·˘‡ ÚÂ‚Ó„‡ ÔÂ‰Ë ÚË ÁËÏË; ◊å‡ı‡Ú „Ë ‚ Ì‡¯Ëfl ‡ÈÓÌ Ë „Ë Á‡ÏÂ-
ÌflÚ Ò ‰Û„Ë!“ – ‡Î‡ÏË‡ı‡ Ì‡ÒÍÓÓ „ÛÔ‡ ÏÂÒÚÌË ÊËÚÂÎË; ‚ÒË˜ÍÓ, ÍÓÂÚÓ ÒÂ ÒÎÛ˜‚‡ Ì‡
Ê˙ÎÚËÚÂ Ô‡‚ÂÚ‡, ‚Â‰Ì‡„‡ ÓÚÂÍ‚‡ ‚ ÏÂ‰ËËÚÂ, ÔÂ‰ËÁ‚ËÍ‚‡ÈÍË ËÁÌÂÌ‡‰‚‡˘Ó ·˙ÁË ÏÂ-
ÍË ÓÚ ÒÚ‡Ì‡ Ì‡ Ó·˘ËÌ‡Ú‡.

à Ú˙ÍÏÓ ‰‡ ÒÂ ÛÒÔÓÍÓfl, ˜Â Ò˙Ï Ì‡ÏÂËÎ‡ ÌÂ˘ÓÚÓ, ÍÓÂÚÓ ÌËÂ, ÊËÚÂÎËÚÂ Ì‡ ëÓÙËfl,
‰ÛÊÌÓ Ì‡ÚÓ‚‡‚‡ÏÂ Ò ÔÓÎÓÊËÚÂÎÌË ÂÏÓˆËË, ÒÂ ÒÂÚËı Á‡ ‰ÛÏËÚÂ Ì‡ ÏÓfl ÔËflÚÂÎÍ‡ ÓÚ
ÑËÏËÚÓ‚„‡‰. è˙Á‡ÎflÈÍË ÒÂ ÔÓ Ê˙ÎÚËÚÂ Ô‡‚ÂÚ‡ ÏËÌ‡Î‡Ú‡ ÁËÏ‡, Úfl ÔÓÏ˙ÏÓË:
◊îÂ‰ËÌ‡Ì‰ ÒË„ÛÌÓ ÏÌÓ„Ó Â Ï‡ÁËÎ ·˙Î„‡ËÚÂ, ÒÎÂ‰ Í‡ÚÓ Â ÔÓÍËÎ ˆÂÌÚ˙‡ Ì‡ ÒÚÓ-
ÎËˆ‡Ú‡ ËÏ Ò Ú‡ÁË ÚÛ‰ÌÓ ÔÂÓ‰ÓÎËÏ‡ Ë ÙËÁË˜ÂÒÍË ÓÔ‡ÒÌ‡ Ì‡ÒÚËÎÍ‡“. ÖÚÓ ÚÓ‚‡ Â, Í‡-
Á‡ı ÒË ‚ ÔÓ·ÎflÒ˙Í Ì‡ ıÛ‰ÓÊÌË˜ÂÒÍ‡ ËÌÚÛËˆËfl, ‚ÒÂ Ô‡Í ËÏ‡ÏÂ ÔÓÌÂ Â‰Ì‡ Ë‰ÂÌÚËÙË-
Í‡ˆËÓÌÌ‡ ˜ÂÚ‡: ÒÓÙËflÌÂˆ˙Ú Â Ï‡ÁÓıËÒÚ.

P.S. í˙È Í‡ÚÓ ÔÓ˜ÚË Â‰ËÌÒÚ‚ÂÌ‡ ÓÚ Á‡ÔÓÁÌ‡ÚËÚÂ Ò ÔÓÂÍÚ‡ Ì‡ ä‡ÒËÏË íÂÁËÂ‚ Ò˙Ï ÔÓÒÎÂ-
‰ËÎ‡ ÔÂ‰ÒÚ‡‚flÌÂÚÓ ÏÛ Ì‡ ÂÍ‡ÌËÚÂ Ì‡ åÂÚÓÏÂ‰Ëfl ‚ ÒÚ‡ÌˆËËÚÂ Ì‡ ÏÂÚÓÚÓ, ÒÂ ˜Û‚ÒÚ‚‡Ï
‰Î˙ÊÌ‡ ‰‡ ‰ÓÍÎ‡‰‚‡Ï:

• ÓÚÍ˙Ò˙Ú ÓÚ ◊Ö‰ÌÓ ÏflÒÚÓ (‰ÂÚÒÍ‡ ÔÎÓ˘‡‰Í‡)“ ‚Ë‰flı ‚ ÔÓ‰ıÓ‰fl˘ ‡ÌÂÌ ÒÎÂ‰Ó·Â‰ÂÌ ˜‡Ò ‚
ÍÓÏÔ‡ÌËflÚ‡ Ì‡ ÌflÍÓÎÍÓ ‰Û¯Ë, ‚ÍÎ˛˜ËÚÂÎÌÓ ‰‚Â Ï‡ÈÍË Ò ‰Âˆ‡. ÄÍÓ Ò˙‰fl ÔÓ Ô‡ÁÌËÚÂ ËÏ
ÔÓ„ÎÂ‰Ë, ÚÂ Ú‡Í‡ Ë ÌÂ ‡Á·‡ı‡ Í‡Í‚Ó „ÎÂ‰‡Ú. Ä ÏÓÊÂ ·Ë ÔË˜ËÌ‡Ú‡ Â ‚ ÏÂÚÓÚÓ, Í˙‰ÂÚÓ ıÓ-
‡Ú‡ ‚˙Ó·˘Â Ú‡Í‡ ÒË „ÎÂ‰‡Ú...

• ÓÚÍ˙Ò˙Ú ÓÚ ◊Ö‰ËÌ Ô‡Á‡ (ÌË‚‡Ú‡ Ì‡ ÂÍ‡ ÑÛÌ‡‚)“ ‚Ë‰flı ‰‚‡ Ô˙ÚË ‚ ÔËÍÓ‚Ë ˜‡ÒÓ‚Â Ë ÏÓ„‡
‰‡ Í‡Ê‡, ˜Â ÚÓÈ ÒÂ ‡‰‚‡¯Â Ì‡ „ÓÎflÏ ÛÒÔÂı, Ú.Â. Ì‡ Ô˙ÎÌÓ ÌÂ‰ÓÛÏÂÌËÂ. äÎËÔ˙Ú ·Â ‚ÏÂÒÚÂÌ
ÒÂ‰ ÂÍÎ‡ÏË Á‡ Ò‡ÔÛÌ Ë Ô‡ı Á‡ Ô‡ÌÂ, ÍÓÂÚÓ Ò˙Á‰‡‚‡¯Â ‚ ÏÌÓÊÂÒÚ‚ÓÚÓ ÛÒÂ˘‡ÌÂ, ˜Â „ÎÂ-
‰‡Ú ÔÓÂ‰Ì‡Ú‡ ÂÍÎ‡Ï‡. é˜‡Í‚‡ÌÂÚÓ ·Â, ˜Â „ÓÁÌËflÚ Ó·‡Á Ë ÏÓÌÓÚÓÌÌËflÚ ·˛ÎÂÚËÌ ÂÈ ÒÂ„‡
˘Â ÒÂ ÒÏÂÌflÚ Ò Î˙ÒÍ‡‚ ÔÓ‰ÛÍÚ, Ó·Â˘‡‚‡˘ Ò‚ÂÚÎÓ ·˙‰Â˘Â. ÇÏÂÒÚÓ ÚÓ‚‡ Ì‡Í‡fl ËÁÎËÁ‡¯Â
Ì‡‰ÔËÒ: ◊èÓ„‡Ï‡ ÇËÁÛ‡ÎÂÌ ÒÂÏËÌ‡, Ó„‡ÌËÁË‡Ì ÓÚ..., Ò˙Ò Ò˙‰ÂÈÒÚ‚ËÂÚÓ Ì‡...“

• ◊É‡‰˙Ú Ì‡ ÍÛ˜ÂÚ‡Ú‡ (ÔÓÒÚ-Û·‡ÌËÒÚË˜ÌË ÔÂÈÁ‡ÊË)“ ‚Ë‰flı Ò˙˘Ó ‚ ÏÌÓ„Ó ÔÓ‰ıÓ‰fl˘Ó
‚ÂÏÂ – ‰ÓÍ‡ÚÓ Ó˜‡Í‚‡ı ÔÓÒÎÂ‰ÌËfl ‚Î‡Í ‚ 11.30 ‚Â˜ÂÚ‡ Ì‡ ÒÚ‡ÌˆËfl ◊ëÂ‰ËÍ‡“. éÒ‚ÂÌ ÚÓ‚‡
‡Á Ë ÌflÍÓÎÍÓÚÓ ÓÍ˙ÒÌÂÎË Ô˙ÚÌËˆË ·flıÏÂ ‚ Ò˙‚ÒÂÏ ÔÓ‰ıÓ‰fl˘ÓÚÓ ÏËÌÓÌÓ Ì‡ÒÚÓÂÌËÂ. ÉÎÂ‰-
Í‡Ú‡ Ì‡ „Ë„‡ÌÚÒÍË ·ÂÁ‰ÓÏÌË ÍÛ˜ÂÚ‡-ÏÛÚ‡ÌÚË ÒÂ‰ Ô‡ÌÂÎÌË ·ÎÓÍÓ‚Â ·Â Ú˙ÍÏÓ ÔÓ‰Ó·‡‚‡˘ËflÚ
Á‡‚˙¯ÂÍ Ì‡ (Ë ÔÓ„ÌÓÁ‡ Á‡) ÔÓÂ‰ÌËfl ÌË ‰ÂÌ ‚ ëÓÙËfl...

Ñ. è.
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words of a friend of mine from Dimitrovgrad. While slipping on them last winter, she mut-
tered’ “Ferdinand (the first Bulgarian king after the liberation from Ottoman rule – tr.) must
have hated Bulgarians a good deal if he had the central area covered with this physically
dangerous and hardly passable pavement.” There you go, I thought to myself in a sparkle
of artistic intuition, there is at least one identification characteristic: the Sofia resident is a
masochist.

P.S. Since I am the only person who knows about Krassimir Terziev’s project, and who has fol-
lowed its presentation on the screens of Metromedia in the stations of the metro, I feel obliged
to report on it.

• The excerpt from “A place (children’s playground)” I saw at an appropriate hour in the early
afternoon in the company of a few people, including two mothers with children. Judging from
their empty looks, they never realised what they were watching. Or perhaps the reason is that in
the metro people generally have this kind of look…

• The excerpt from “A market (the levels of the river Danube)” I saw twice, both times in the
rush hour, and I can say that it was met with great success i.e. with total incomprehension. The
clip was inserted among adverts for soaps and washing powders which introduced among the
multitude of commuters the sense that they are watching just another ad. The expectation was
that the ugly image and monotonous bulletin would be over every minute and that they will be
replaced by a shiny product promising a bright future for everyone. Instead, subtitles appeared
at the end which read “Visual seminar programme, organised by …, with the support of…”

• “The city of dogs (post-urban landscapes)” I saw at a very appropriate time too – I was waiting
for the last train at 23.30 at the Serdika station. Besides, the few late commuters, including
myself, were in the totally appropriate miserable mood.  The look of gigantic stray dogs among
tall grey blocks of flats was just the right ending of (and a forecast for) another day in Sofia …

D. P.

àÁ‚ËÌÂÚÂ, ÍÓÈ Â ÚÓÁË „‡‰? Ì‡ ÂÍ‡ÌËÚÂ Ì‡ åÖíêéåÖÑàü ‚˙‚ ‚ÒË˜ÍË
ÒÚ‡ÌˆËË Ì‡ ÏÂÚÓÚÓ ‚ ëÓÙËfl, ‡ÔËÎ – Ï‡È 2004
Excuse me, Which City is This? on the screens of METROMEDIA in all Sofia’s
subway stations, April – May 2004
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X-tendo 
éÚ Í˙Ï Á‡ Ì‡Ò‡Ï / Therefrom Hereto 
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à‰Âfl
Ñ‡ ‡Á„ÎÂ‰‡ÏÂ „‡‰‡ Í‡ÚÓ ÒËÒÚÂÏ‡ ÓÚ
ÂÎÂÏÂÌÚË – ÔÓ‚Â‰ÂÌËÂ, ÒÂ‰‡, Ú‡ÙËÍ,
ÍÓÏÛÌËÍ‡ˆËË, ÁÌ‡ˆË Ë ‰‡ „Ë ËÁÔÓÎÁ‚‡ÏÂ
‚ ËÁ‡·ÓÚ‚‡ÌÂÚÓ Ì‡ ÔÓ‰ÛÍÚË ‚ ÒÙÂ‡Ú‡
Ì‡ ËÁÍÛÒÚ‚ÓÚÓ. óÂÁ Ì‡·Î˛‰ÂÌËfl, ËÁÒ-
ÎÂ‰‚‡ÌËfl Ë ‡·ÓÚ‡ ‚ „‡‰ÒÍ‡ ÒÂ‰‡ ‰‡
Â‡ÎËÁË‡ÏÂ ÔÓÂÍÚË Ë ÔÓ„‡ÏË ‚ Ó·-
Î‡ÒÚÚ‡ Ì‡ ÍÛÎÚÛ‡Ú‡ Ë ËÁÍÛÒÚ‚ÓÚÓ.

ñÂÎË
‰‡ ‡·ÓÚËÏ Á‡ ‚˙ÁÔËÂÏ‡ÌÂÚÓ, ÓÒ-
ÏËÒÎflÌÂÚÓ Ë ÔË‰‡‚‡ÌÂÚÓ Ì‡ ÁÌ‡˜Â-
ÌËfl Ì‡ „‡‰‡ Í‡ÚÓ Ò˙˘ÌÓÒÚ, ÒÚÛÍÚÛ-
‡ Ë ÒËÚÛ‡ˆËfl – ÒÎÛ˜Í‡;
‰‡ Ú˙ÒËÏ ‚˙ÁÏÓÊÌË Ì‡˜ËÌË Á‡ Ì‡-
ÏÂÒ‡ Ì‡ ËÁÍÛÒÚ‚ÓÚÓ ‚ Ó·ÓÒÓ·ÂÌ‡Ú‡
„‡‰ÒÍ‡ ÒËÒÚÂÏ‡;
‰‡ ËÁÒÎÂ‰‚‡ÏÂ, ÓÔË¯ÂÏ Ë ÂÍÒÔÓÌË-
‡ÏÂ Ò˙Ò ÒÂ‰ÒÚ‚‡Ú‡ Ì‡ ËÁÍÛÒÚ‚‡Ú‡
„‡‰ÒÍ‡Ú‡ ÒÂ‰‡ – ı‡‡ÍÚÂËÒÚËÍË,
ÔÓ‚Â‰ÂÌËfl, ÒÂÏ‡ÌÚËÍ‡;
‰‡ ËÁÔÓÎÁ‚‡ÏÂ Ì‡ÚÛÔ‡ÌËÚÂ ÓÚ Ì‡Û-
Í‡Ú‡ ËÁÒÎÂ‰‚‡ÌËfl, ÚÂÓËË Ë ÓÔËÚ ‚
ËÌÚÂÔÂÚ‡ˆËflÚ‡ Ì‡ „‡‰‡ Ë ‰‡ „Ë
ÔËÎ‡„‡ÏÂ Ò˙Ò ÒÂ‰ÒÚ‚‡Ú‡ Ì‡ ËÁ-
ÍÛÒÚ‚‡Ú‡;
‰‡ ‡Á„ÎÂ‰‡ÏÂ ˜Ó‚ÂÍ‡ Ë ÏflÒÚÓÚÓ ÏÛ
‚ Á‡Ó·ËÍ‡Îfl˘‡Ú‡ „Ó „‡‰ÒÍ‡ ÒÂ‰‡;
‰‡ Ì‡Ò˙˜ËÏ ÊËÚÂÎËÚÂ Ì‡ „‡‰‡ ‰‡
ÒÂ ‚˙ÁÔËÂÏ‡Ú Í‡ÚÓ ÓÒÌÓ‚ÌÓ ‰ÂÈÒÚ-
‚‡˘Ó ÎËˆÂ ‚ Ò˙·ËÚËflÚ‡;
‰‡ Ì‡Ô‡‚ËÏ Ì‡·Î˛‰‡‚‡˘ËÚÂ ËÁ-
ÍÛÒÚ‚ÓÚÓ ÂÎÂÏÂÌÚ ÓÚ ÔÓ‰ÛÍÚ‡ Ì‡
ËÁÍÛÒÚ‚ÓÚÓ.

‰‡ ËÁ‚Â‰ÂÏ ‚˙ÁÔËÂÏ‡ÌÂÚÓ Ì‡ „‡-
‰‡ Ì‡ ÌË‚Ó ÁÌ‡Í;
‰‡ ÒÂ Ò˙‚ÏÂÒÚfl‚‡Ú ÒÂ‰ÒÚ‚‡Ú‡ Ì‡
ËÁÍÛÒÚ‚ÓÚÓ Ë Ì‡ÛÍ‡Ú‡ ‚ Â‡ÎËÁ‡ˆËfl-
Ú‡ Ì‡ ÔÓÂÍÚË Ë ÔÓ„‡ÏË ‚ Ó·Î‡ÒÚ-
Ú‡ Ì‡ ÍÛÎÚÛ‡Ú‡ Ë ËÁÍÛÒÚ‚ÓÚÓ ‚ ÍÓÌ-
ÚÂÍÒÚ Ì‡ „‡‰‡ Ë ÊËÚÂÎËÚÂ ÏÛ;
‰‡ ‡Á‚ËÂÏ ‚Á‡ËÏÓÓÚÌÓ¯ÂÌËÂÚÓ
ÒÂ‰‡ – ˜Ó‚ÂÍ;
‰‡ Ì‡Ò˙˜ËÏ ‚ ÊËÚÂÎËÚÂ Ì‡ „‡‰‡
ÒÂ·Â‡ÁÍË‚‡ÌÂ Ë ÒÂ·ÂÂÙÎÂÍÒËfl
Í‡ÚÓ ‰ÂÈÒÚ‚‡˘Ë Ë Ò˙˘ÂÒÚ‚Û‚‡˘Ë
ÚÛÍ Ë ÒÂ„‡;
‰‡ ÒÍ˙ÒËÏ ‰ËÒÚ‡ÌˆËflÚ‡ ÏÂÊ‰Û Ì‡·-
Î˛‰‡‚‡˘Ëfl ËÁÍÛÒÚ‚Ó Ë Ô‡‚Â˘Ëfl
ËÁÍÛÒÚ‚Ó;
‰‡ ËÌÚÂ„Ë‡ÏÂ ËÁÍÛÒÚ‚ÓÚÓ ‚ „‡‰Ò-
Í‡Ú‡ ÒÂ‰‡;
‰‡ Ó·Ó„‡ÚËÏ Ë ‡Á‚ËÂÏ ·˙Î„‡ÒÍËfl
„‡‰ Ò˙Ò ÒÂ‰ÒÚ‚‡Ú‡ Ì‡ ËÁÍÛÒÚ‚‡Ú‡
Ë ÔÓÏÓ˘Ú‡ Ì‡ Ì‡ÛÍ‡Ú‡ ÓÚ „ÎÂ‰Ì‡
ÚÓ˜Í‡ Ì‡ ÙÛÌÍˆËÓÌË‡ÌÂÚÓ Ë Ó·ËÚ‡-
ÚÂÎËÚÂ ÏÛ;
„‡‰˙Ú ‰‡ Â ÌÂ Ò‡ÏÓ ÏflÒÚÓ, ÌÓ Ë
ÒÂ‰ÒÚ‚Ó Á‡ Ô‡‚ÂÌÂ Ì‡ ËÁÍÛÒÚ‚Ó.

åËÒËfl X-tendo

èËÌˆËÔË Ë ÒÂ‰ÒÚ‚‡
óÂÁ ÒÂ‰ÒÚ‚‡Ú‡ Ì‡ ËÁÍÛÒÚ‚‡Ú‡ ÚÂÚË‡-
ÏÂ Ô‡‡ÏÂÚËÚÂ Ì‡ „‡‰‡ Ë ÔÓ‚Â‰ÂÌËÂÚÓ
‚ „‡‰‡. é·˙˘‡ÏÂ ‚ÌËÏ‡ÌËÂ Ì‡ ı‡‡Í-
ÚÂÌË ÏÂÒÚ‡ Ë ÔËÒ˙˘ËÚÂ ËÏ ÔÓ‚Â‰Â-
ÌËfl, ÚËÔË˜ÌË ÂÏÓˆËÓÌ‡ÎÌË Ò˙ÒÚÓflÌËfl,
‚Á‡ËÏÓ‰ÂÈÒÚ‚ËÂÚÓ ÏÂÊ‰Û åÂÌ Ë ÑÛ„Ëfl,
ÂÊÂ‰ÌÂ‚ÌÓÚÓ ÔÓ‚Â‰ÂÌËÂ Ë ÊÂÒÚ Ë Ú.Ì.
Ç Ò˙ÚÛ‰ÌË˜ÂÒÚ‚Ó Ò ıÓ‡ ÓÚ ‡ÁÎË˜ÌË
Ó·Î‡ÒÚË Ó·ı‚‡˘‡ÏÂ ı‡‡ÍÚÂËÒÚËÍËÚÂ
Ì‡ „‡‰‡. í˙ÒËÏ ‚˙ÁÍ‡Ú‡, ‚Á‡ËÏÓ-
‰ÂÈÒÚ‚ËÂÚÓ Ë Ò˙ÚÛ‰ÌË˜ÂÒÚ‚ÓÚÓ ÏÂÊ‰Û
Ì‡ÛÍ‡Ú‡ Ë ËÁÍÛÒÚ‚ÓÚÓ.

é˜‡Í‚‡ÌË ÂÁÛÎÚ‡ÚË

•

•
•

•
•

•

•
•

•

•

•

•

•
•

•

ÇËÍÚÓ à‚‡ÌÓ‚ 
ÖÎÂÌ‡ äÓÎÂ‚‡-à‚‡ÌÓ‚‡ 
ÖÎÂÓÌÓ‡ åËı‡ÎÍÓ‚‡ 
ãËÎËfl è˙‚‡ÌÓ‚‡ 
å‡Ëfl èÓÔÓ‚‡
ñ‚ÂÚÂÎËÌ‡ ÉÓÒÔÓ‰ËÌÓ‚‡
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Idea
To treat the city as a system of elements –
behaviour, environment, traffic, communi-
cations, signs, etc. and to use them for
producing artworks. To realize projects
and programmes in the sphere of art and
culture through observation, research and
work in the urban environment.

Aims
to work for the perception, under-
standing, and awarding of new mean-
ings to the city as essence, structure
and situation/event
to search for possible ways of inter-
vention of art within a specific urban
system
to investigate, describe and expose
the city environment by means of art –
characteristics, attitudes and behav-
iour, semantics
to use the research, concepts and
expertise of critical theory in the inter-
pretation of the city, and apply these
using the means available to art
to discuss the individual and his or
her place in their urban surroundings 
to encourage the inhabitants of the
city to think of themselves as the main
actor in events
to convert the art viewer into a part of
the art product.

Mission X-tendo

Principles and means
We treat the parameters of the city and
behavior patterns in the city through the
means of arts. We focus on typical loca-
tions and the typical behaviors associated
with them, characteristic emotional states,
ways of interaction between Me and the
Other, actions and gestures from every-
day life, etc. We describe the city features
in collaboration with people from various
theoretical domains. We are looking for
relations, interaction and collaboration
between science and art.

Expected Results
to synthesize the perception of the
city on the level of the sign
to incorporate the means of art and
science in the realization of projects
and programmess in the field of art
and culture within the context of the
city and its inhabitants
to develop the relation between the
human being and his/her environment
to encourage the city inhabitants to
be self-expressive and self-reflective
as people acting and existing here
and now
to shorten the distance between the
one who perceives art and the one
who makes art
to incorporate art in the urban envi-
ronment
to enrich and develop the Bulgarian
city by artistic means and with the
help of science from the point of view
of its functioning and dwellers to
transform the notion that the city is
only a place for art, and to demon-
strate how it can also be a means for
art.

•

•

•

•

•
•

•

•
•

•

•

•
•

•

Victor Ivanov
Elena Koleva-Ivanova 
Eleonora Mihalkova 
Lilia Parvanova 
Maria Popova 
Tsvetelina Gospodinova
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èÓÂÍÚ ééÚÚ  ÍÍ˙̇ÏÏ  ÁÁ‡‡  ÌÌ‡‡ÒÒ‡‡ÏÏ  ––
Í‡ÚÍÓ ÔÂ‰ÒÚ‡‚flÌÂ
èÓÂÍÚ ◊éÚ Í˙Ï Á‡ Ì‡Ò‡Ï“ ÒÂ ÔÂ‰ÒÚ‡‚fl ÓÚ ë‰ÛÊÂÌËÂ Á‡ „‡‰ÒÍË ËÁÒÎÂ‰‚‡ÌËfl Ò˙Ò
ÒÂ‰ÒÚ‚‡Ú‡ Ì‡ ËÁÍÛÒÚ‚‡Ú‡ “X-tendo”.

ê‡·ÓÚËÏ Á‡ ˜Ó‚ÂÍ‡ ‚ Ì‡È-ÚËÔË˜Ì‡Ú‡ Ë ÍËÚË˜Ì‡ ÒÂ‰‡ ‚ Ò˙‚ÂÏËÂÚÓ – „‡‰ÒÍ‡Ú‡ ÒÂ-
‰‡. ê‡Á„ÎÂÊ‰‡ÏÂ „‡‰‡ Í‡ÚÓ ÔÓÏÂÌfl˘‡ ÒÂ ÒËÒÚÂÏ‡. ÇÁËÏ‡ÏÂ ÔÓ‰ ‚ÌËÏ‡ÌËÂ ÔÓÒÚ‡Ì-
ÒÚ‚ÓÚÓ, Ó·ËÚ‡ÚÂÎËÚÂ Ë ÔÓ‚Â‰ÂÌËÂÚÓ, ÍÓËÚÓ ÓÔÂ‰ÂÎflÚ ÒÚÛÍÚÛ‡Ú‡ ÏÛ – ÙÛÌÍˆËfl, ı‡‡Í-
ÚÂËÒÚËÍ‡, Ò˙˘ÌÓÒÚ. á‡ÌËÏ‡‚‡ÏÂ ÒÂ Ò ÂÊÂ‰ÌÂ‚ÌÓÚÓ ÔÓ‚Â‰ÂÌËÂ, Ì‡‚ËÍ‡, Ô‡ÏÂÚÚ‡, ÒÎÂ-
‰‡Ú‡ Ë ÁÌ‡Í‡.

èËÂÚÓ Â Á‡ ËÁÍÛÒÚ‚ÓÚÓ ‰‡ ÒÂ ÓÚ‰ÂÎfl ÒÔÂˆË‡ÎÌÓ ÏflÒÚÓ Ë ‚ÂÏÂ, ‡ ÂÊÂ‰ÌÂ‚ËÂÚÓ ÌË Â
ÚÓ‚‡, ÍÓÂÚÓ ÌË Á‡Ó·ËÍ‡Îfl Ë ÌË ÒÂ ÒÎÛ˜‚‡ ÔÓÒÚÓflÌÌÓ. àÁÔÓÎÁ‚‡ÏÂ ÂÊÂ‰ÌÂ‚ËÂÚÓ Í‡ÚÓ Ï‡-
ÚÂË‡Î Á‡ ËÁ‡·ÓÚÍ‡ Ì‡ ÔÓ‰ÛÍÚ Ì‡ ËÁÍÛÒÚ‚ÓÚÓ, ÍÓÈÚÓ ‚˙˘‡ÏÂ Ô‡Í Ú‡Ï. èÂ‰Î‡„‡ÏÂ
‚˙ÁÏÓÊÌÓÒÚ Ì‡ ‚ÒÂÍË ‰‡ ‡ÁÔÓÁÌ‡Â, ÔÂÓÚÍËÂ Ë ÔÂÓÒÏËÒÎË ÒÂ·Â ÒË ‚ Ó·ÓÒÓ·ÂÌÓÚÓ
ÒË Ò˙˘ÂÒÚ‚Û‚‡ÌÂ ‚ „‡‰ÒÍÓÚÓ ÔÓÒÚ‡ÌÒÚ‚Ó Ë ÌÂ„Ó‚Ë ‡ÁÎË˜ÌË Â‡ÎËÁ‡ˆËË ‚ Ô‡ÏÂÚÚ‡. 

Ç˙‚ ◊ÇËÁÛ‡ÎÂÌ ÒÂÏËÌ‡“ Û˜‡ÒÚ‚‡ÏÂ Ò ÔÓÂÍÚ ◊éÚ Í˙Ï Á‡ Ì‡Ò‡Ï“. éÒÌÓ‚ÌËÚÂ ÔÓÌflÚËfl,
ÍÓËÚÓ ÔÓÎÁ‚‡ÏÂ Ò‡: „‡‰˙Ú Í‡ÚÓ ÒËÒÚÂÏ‡ ÓÚ Ò‚˙Á‡ÌË ÂÎÂÏÂÌÚË, Ò˙˘ÂÒÚ‚Û‚‡˘Ë ‚ ÒËÏ-
·ËÓÁ‡, Í‡ÚÓ ÊËÁÌÂÌ‡Ú‡ ÒÂ‰‡ Ì‡ Ò˙‚ÂÏÂÌÌËfl ˜Ó‚ÂÍ Ë Í‡ÚÓ ‰ËÌ‡ÏË˜Ì‡ ÒËÒÚÂÏ‡ ËÁ„-
‡Ê‰‡Ì‡ ÓÚ ˜Ó‚ÂÍ‡ Ë Ó·ÛÒÎ‡‚fl˘‡ „Ó. à Ô‡ÏÂÚÚ‡, ‡Á·Ë‡Ì‡ Í‡ÚÓ ÒÎÂ‰Ë (Ú‡ÈÌË Ë ÌÂÚ-
‡ÈÌË), ÍÓËÚÓ  ÓÒÚ‡‚‡Ú ‚ „‡‰ÒÍ‡Ú‡ ÒÂ‰‡.

èÓÂÍÚ ◊éÚ Í˙Ï Á‡ Ì‡Ò‡Ï“ „Ó‚ÓË Â‰ÌÓ‚ÂÏÂÌÌÓ Á‡ ‰‚ËÊÂÌËÂ ‚ ÔÓÒÚ‡ÌÒÚ‚ÓÚÓ Ë ‚˙‚
‚ÂÏÂÚÓ. á‡ Ì‡ÚÛÔ‡Ì‡ ÂÌÂ„Ëfl ÓÚ ÔÂÊË‚flÌÓÚÓ Ë ÔÂÌ‡ÒflÌÂ Ì‡ ÔÂÊË‚flÌÓÚÓ ‚ Â‰ËÌ
‰Û„ ÏÓÏÂÌÚ (ÒÂ„‡), Í‡ÍÚÓ Ë Á‡ ÏflÒÚÓÚÓ, ÍÓÂÚÓ Ó·Â‰ËÌfl‚‡ ËÒÚÓË˜ÂÒÍËÚÂ ÏÓÏÂÌÚË. íÓ‚‡
Â ÂÌÂ„ËflÚ‡ Ì‡ ÒÔÓÏÂÌ‡, ÍÓÈÚÓ ÏÓÊÂ ‰‡ Ï‡ÌËÔÛÎË‡ Ì‡¯ËÚÂ ÔÂ‰ÒÚ‡‚Ë Á‡ ÂÒÚÂÚË˜ÂÒ-
ÍË ˆÂÌÌÓÒÚË Ë ÏÓ‰ÂÎË Ì‡ ÔÓ‚Â‰ÂÌËÂ Ë ‰‡ Ì‡Ô‡‚Ë ÚÓ‚‡ ˜ÂÁ ÍÓÌÍÂÚÌË ÏÂÒÚ‡ ‚ „‡‰‡,
‚ ÍÓÈÚÓ ÊË‚ÂÂÏ.

Ç Ì‡¯ÂÚÓ ‰ËÌ‡ÏË˜ÌÓ ‚ÂÏÂ Ë Á‡Ó·ËÍ‡Îfl˘‡Ú‡ ÌË Ï‡ÚÂË‡ÎÌ‡ ÒÂ‰‡ ÔÓÁÌ‡ÚËÚÂ ÌË ˆÂÌ-
ÌÓÒÚË ÒÂ ÔÓÏÂÌflÚ ÏÌÓ„Ó ·˙ÁÓ ‚ ÌÓ‚Ë, ÌÂÔÓÁÌ‡ÚË Ì‡ ËÚ˙Ï‡ ÌË Ì‡ ÊË‚ÓÚ. Ç ÒÚÂÏÂ-
Ê‡ ÌË Í˙Ï ÔÓÏflÌ‡ Ë ‚ ÓÔËÚ‡ ÌË ‰‡ ÒÂ ÓÔÂÏ Ì‡ ÌÂ˘Ó ÒË„ÛÌÓ, ÍÓÂÚÓ ‚ÒÂ Ó˘Â ÌÂ ÒÏÂ
ÔÂÊË‚ÂÎË, Á‡ ‰‡ ÏÓÊÂÏ ‰‡ „Ó Ì‡Ô‡‚ËÏ Ì‡¯Â, ÒÂ ÔÓfl‚fl‚‡ ˜Û‚ÒÚ‚ÓÚÓ Ì‡ ÌÓÒÚ‡Î„Ëfl Í˙Ï
Ó·‡ÁËÚÂ ÓÚ ÏËÌ‡ÎÓÚÓ.

èÓÂÍÚ˙Ú ËÏ‡ Á‡ ˆÂÎ ‰‡ ‡Á„ÎÂ‰‡ Ó·‡ÁË ÓÚ ÏËÌ‡ÎÓÚÓ ‚ ÍÓÌÚÂÍÒÚ‡ Ì‡ ÒÔÓÏÂÌ‡ Ë ‰‡ ‚˙Á-
ÒÚ‡ÌÓ‚Ë Â‰Ì‡ ‡ÚÏÓÒÙÂ‡ Ò Ô˙ÎÌÓÚ‡Ú‡ π Ì‡ ÒÎÛ˜‚‡ÌÂ Ë Ò ÔËÒ˙ÒÚ‚ËÂÚÓ Ì‡ ÔÓÁÌ‡ÚË ÎËˆ‡.

á‡ Ú‡ÁË ˆÂÎ Ò˙·Ë‡ÏÂ ‚ËÁÛ‡ÎÂÌ Ï‡ÚÂË‡Î ÒÔÓÂ‰ Á‡‰‡˜ËÚÂ, ÍÓËÚÓ ÒÏÂ ÒË ÔÓÒÚ‡‚ËÎË,
‰‡ ‰ÂÙËÌË‡ÏÂ ˘Ó Â Í‡ÚÍÓÚ‡ÈÌ‡ Ë ‰˙Î„ÓÚ‡ÈÌ‡ Ô‡ÏÂÚ. éÔËÚ‚‡ÏÂ ÒÂ ‰‡ ÓÚ„Ó‚ÓËÏ Ì‡
‚˙ÔÓÒËÚÂ: ËÏ‡ ÎË „‡‰˙Ú Ô‡ÏÂÚ? Í‡Í „‡‰˙Ú ÒË ÒÔÓÏÌfl Á‡ ÒÂ·Â ÒË? Í‡Í ÌËÂ ÒË ÒÔÓÏ-
ÌflÏÂ Á‡ „‡‰‡ Ë Á‡ Ì‡Ò Ò‡ÏËÚÂ? Í˙‰Â Ë Í‡Í ÓÚÍË‚‡ÏÂ ÚÂÁË ÒÎÂ‰Ë Ì‡ Ô‡ÏÂÚÚ‡?

èÓ‚Â‰ÂÌË Ò‡ ‰‚Â ‡ÍˆËË – ‡·ÓÚ‡ ‚ ÒÂ‰‡ ‚˙ıÛ ÚÂÏ‡Ú‡ Á‡ ÌÂÚ‡ÈÌË ÒÎÂ‰Ë Ì‡ Ô‡ÏÂÚ-
Ú‡ ‚ „‡‰ÒÍ‡Ú‡ ÒÂ‰‡. èÓ‰ ÌÂÚ‡ÈÌË ÒÎÂ‰Ë ‡Á·Ë‡ÏÂ ‚ÒË˜ÍË ÓÚÔÂ˜‡Ú˙ˆË ÓÚ ˜Ó‚Â¯ÍÓ
ÔÓ‚Â‰ÂÌËÂ, ÍÓËÚÓ ÌflÏ‡Ú Ú‡ÂÌ ÂÙÂÍÚ ‚˙ıÛ ÏflÒÚÓÚÓ, Í˙‰ÂÚÓ Ò‡ ÓÚÍËÚË.

êÂ„ËÒÚË‡ÌË Ò‡ Ë ÔËÌˆËÔÌË ÏÌÓÊÂÒÚ‚‡ ‚˙‚ ‚˙ÁÍ‡ Ò Ú‡ÈÌËÚÂ ÒÎÂ‰Ë Ì‡ Ô‡ÏÂÚÚ‡ ‚
„‡‰ÒÍ‡ ÒÂ‰‡. èÓ‰ ÚÓ‚‡ ÒÂ Û„Ó‚ÓËıÏÂ ‰‡ ‡Á·Ë‡ÏÂ ‚ÒË˜ÍË ÁÌ‡ˆË, ÌÓÒÂ˘Ë ËÒÚÓËfl-
Ú‡ Ì‡ ëÓÙËfl ‚ ÔÓ-ÔÓ‰˙ÎÊËÚÂÎÂÌ ÔÂËÓ‰ ÓÚ ‚ÂÏÂ (Ô‡ÏÂÚÌËˆË, Ò„‡‰Ë, Ì‡‰ÔËÒË, ÍÓË-
ÚÓ „Ó‚ÓflÚ Á‡ ÏËÌ‡ÎÓÚÓ Ì‡ ‰‡‰ÂÌÓ ÏflÒÚÓ, Ï‡Í‡ ÚÓ ‰‡ Â Ò ÔÓÏÂÌÂÌË ÙÛÌÍˆËË).

ÒÚ. 38 – 39 / pp. 38 – 39
éÚ Í˙Ï Á‡ Ì‡Ò‡Ï, 2004. ä‡‰Ë ÓÚ ‚Ë‰ÂÓ / Therefrom Hereto, 2004. Video stills
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TThheerreeffrroomm  HHeerreettoo  ––
project outline
The project Therefrom Hereto is presented by X-tendo, an association for urban research
through the means of the arts.

We are focused on the human condition in the most typical and critical of contemporary
environments. We view the city as a fluctuating system. We take probes into spaces, inhab-
itants and behaviour – factors forming the city’s texture – and into their functions, features
and essence. We share a dedication to everyday conduct, memories, habits, traces and
signs.

It is generally accepted that art is made and appreciated within special times and spaces
while everyday life is what surrounds us and what we experience most of the while.
We however use precisely everyday living as the material we transform into an art product,
and the latter is to be taken back where it came from. We suggest a possibility for every-
one to recognise, rediscover and reinvent themselves in their individual existence amidst
urban space and the ways it is featured in memory.

Out contribution to the Visual Seminar is our Therefrom Hereto project. The key concepts
we employ are the city as a system of elements existing in symbiosis as the habitat of
modern-day humanity, and as a dynamic system, which is both constructed by its
dwellers and constructs them in return. We also tap into the concept of memory epito-
mized by the traces (both lasting and transient) remaining within the urban ambience.

Therefrom Hereto in one and the same breath speaks about movement in space and time.
It brings forth the energy accumulated from experiencing and the carryover of experience
to a different point in time (now). The project pinpoints the spots clustering together histor-
ical moments. This is the energy of memorising capable of manipulating our notions of
aesthetic values and modes of conduct, sifting this through specific places we inhabit.

In our fast-changing environment familiar values undergo dynamic processes of mutation
transfiguring them beyond recognition and demanding a different pace of life. We jointly
aspire for change and grope for something steady to lean on; edged out into alien land
we grow nostalgic to the images of yore.

Our project aims at placing those images in the proper context of recollection thus evok-
ing a comprehensive atmosphere live with familiar happenings and faces from the past.

To this end we have collected visual material organised round the tasks we set ourselves
in an attempt to define long-and short-lasting memory in an urban context. We are trying
to provide answers to a few questions: Does the city have memory? How does the city
recollect its own past? How do we remember the city and ourselves? Where and how do
we come across these traces of memory?

We carried out two actions involving work on passing traces of memory in the urban envi-
ronment. By “passing” we mean all marks of human behaviour which have no lasting
effect on the spots where they have been left.

We have also identified groups of artifacts related to the longer-lasting trails of urban
memory. We have agreed “lasting” will be the signs carrying Sofia’s history over a longer
period of time (like monuments, buildings, inscriptions, etc. bearing witness to the past
even though the place itself may have seen its functions changed).

Human behaviour or, to be more precise, the different types of it, also bears a memory of
its own kind – this memory is imprinted on the city, but the city is imprinted on it as well.
We are therefore interested in the two-way link between behaviour and vision. We take
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óÓ‚Â¯ÍÓÚÓ ÔÓ‚Â‰ÂÌËÂ (ËÎË, ÔÓ-‰Ó·Â, ‡ÁÎË˜ÌËÚÂ ‚Ë‰Ó‚Â ˜Ó‚Â¯ÍË ÔÓ‚Â‰ÂÌËfl) Ò˙˘Ó
ËÏ‡Ú Ò‚ÓÂÓ·‡ÁÌ‡ Ô‡ÏÂÚ – Úfl ÒÂ ÓÚÔÂ˜‡Ú‚‡ ‚˙ıÛ „‡‰‡, ÌÓ Ë „‡‰˙Ú ÒÂ ÓÚÔÂ˜‡Ú‚‡ ‚˙-
ıÛ ÌÂfl: ‚ ÚÓÁË ÒÏËÒ˙Î ÒÂ Á‡ÌËÏ‡‚‡ÏÂ Ò ‰Ë‡ÎÂÍÚË˜ÂÒÍ‡Ú‡ ‚Á‡ËÏÓ‚˙ÁÍ‡ ÏÂÊ‰Û ‚ËÁÛ‡Î-
ÌÓ Ë ÔÓ‚Â‰ÂÌ˜ÂÒÍÓ. íÛÍ ‚ÁËÏ‡ÏÂ ÔÓ‰ ‚ÌËÏ‡ÌËÂ ‚ÒË˜ÍË ÌË‚‡ Ì‡ „‡‰ÒÍËfl ÊË‚ÓÚ – ÒÓ-
ˆË‡ÎÌÓ, ÍÛÎÚÛÌÓ, ÔÓÎËÚË˜ÂÒÍÓ, ·ËÚÓ‚Ó. èÓÛ˜‚‡ÌËflÚ‡, ÍÓËÚÓ Ô‡‚ËÏ, Ò‡ Ò‚˙Á‡ÌË Ò
‚˙ÁÒÚ‡ÌÓ‚fl‚‡ÌÂ Ì‡ ‚ËÁÛ‡ÎÌ‡ Ë ÔÓ‚Â‰ÂÌ˜ÂÒÍ‡ ÒÂ‰‡ ÓÚ ‡ÁÎË˜ÌË ÔÂËÓ‰Ë Í‡ÚÓ ˜ÂÚÂÏ
ÓÒÚ‡Ì‡ÎËÚÂ ‚ Ì‡ÒÚÓfl˘ÂÚÓ ÁÌ‡ˆË Á‡ ÚÓ‚‡, ÍÓÂÚÓ Â ·ËÎÓ, ‡ıË‚Ë ÓÚ ÏËÌ‡ÎË Ò˙·ËÚËfl Ë ÒÚ‡-
Ë ÔÎ‡ÌÓ‚Â Á‡ ÌÂ˘‡, ÍÓËÚÓ Ò‡ ÓÒ˙˘ÂÒÚ‚ÂÌË ‚ ÔÓÒÎÂ‰ÒÚ‚ËÂ.

éÚ Ò˙·‡ÌËÚÂ Ï‡ÚÂË‡ÎË ËÁ‡·ÓÚ‚‡ÏÂ ÔÓ‚Â‰ÂÌ˜ÂÒÍË Ë ‚ËÁÛ‡ÎÂÌ ÔÓÂÍÚ. ôÂ „Ó ÂÍÒÔÓ-
ÌË‡ÏÂ Ú‡Ï, Í˙‰ÂÚÓ ÒÂ ÔÂÒË˜‡Ú ‰˙Î„ÓÚ‡ÈÌËÚÂ Ë ÌÂÚ‡ÈÌË ÒÎÂ‰Ë Ì‡ Ô‡ÏÂÚÚ‡ ‚ „‡‰Ò-
ÍÓÚÓ ÔÓÒÚ‡ÌÒÚ‚Ó.

ñÂÎÚ‡ Â ‰‡ ‚Í‡‡ÏÂ Ì‡·Î˛‰‡‚‡˘ËÚÂ ‚ Â‰Ì‡ ‡ÚÏÓÒÙÂ‡ ÓÚ ‰‡ÎÂ˜ÌÓÚÓ ËÎË ·ÎËÁÍÓ ÏËÌ‡-
ÎÓ, ‰‡ ◊ÒÔÂÏ“ Á‡ Í‡ÚÍÓ ‚ÂÏÂÚÓ Ë ‰‡ ÔÂ˜ÛÔËÏ ÂÊÂ‰ÌÂ‚ÌËfl ËÚ˙Ï, ‰‡ Ì‡Ô‡‚ËÏ „‡‰-
ÒÍ‡Ú‡ Ô‡ÏÂÚ ÔÓ-‚Ë‰ËÏ‡.

àÁÒÎÂ‰‚‡ÌËfl Ì‡ Ô‡ÏÂÚÚ‡ Ò˙Ò ÒÂ‰ÒÚ‚‡Ú‡ Ì‡ ËÁÍÛÒÚ‚‡Ú‡
(Í‡ÚÍÓÚ‡ÈÌË Ë ‰˙Î„ÓÚ‡ÈÌË ÒÎÂ‰Ë, ÍÓËÚÓ ˜Ó‚ÂÍ ÓÒÚ‡‚fl ‚ „‡‰‡)

èÓ‰ ËÁÒÎÂ‰‚‡ÌÂ Ò˙Ò ÒÂ‰ÒÚ‚‡Ú‡ Ì‡ ËÁÍÛÒÚ‚‡Ú‡ ‚ „‡‰ÒÍ‡ ÒÂ‰‡ ‡Á·Ë‡ÏÂ ÒÎÂ‰ÌÓÚÓ:
1. ç‡·Î˛‰ÂÌËÂ Ë Â„ËÒÚ‡ˆËfl Ì‡ ÏÂÒÚ‡ Ë ÔÓ‚Â‰ÂÌËfl, ı‡‡ÍÚÂÌË Á‡ „‡‰‡.
2. ÄÌ‡ÎËÁ Ë ÍÎ‡ÒËÙËÍ‡ˆËfl Ì‡ ÏÂÒÚ‡Ú‡ Ë ÔÓ‚Â‰ÂÌËflÚ‡, Í‡ÍÚÓ Ë ÚËÔÓÎÓ„ËflÚ‡ Ì‡ ÚÂıÌËÚÂ
‚Á‡ËÏÓÁ‡‚ËÒËÏÓÒÚË.

èÓ ÚÓÁË Ì‡˜ËÌ ËÁ‚ÎË˜‡ÏÂ ÏÂÒÚ‡, ÂÎÂÏÂÌÚË, Ó·ÂÍÚË Ë ÔÓ‚Â‰ÂÌ˜ÂÒÍË ÏÓ‰ÂÎË (ÂÊÂ‰ÌÂ‚-
ÌË ÊÂÒÚÓ‚Â Ë ‰ÂÈÒÚ‚Ëfl) ÓÚ „‡‰ÒÍ‡Ú‡ ÒÂ‰‡, ÍÓËÚÓ ËÁÔÓÎÁ‚‡ÏÂ Í‡ÚÓ ÒÂ‰ÒÚ‚‡ Á‡ ËÁ‡-
·ÓÚÍ‡ Ì‡ ÔÓ‰ÛÍÚË Ì‡ ËÁÍÛÒÚ‚ÓÚÓ. Ç ÚÓÁË ÒÏËÒ˙Î ÔÓ‰ÛÍÚ˙Ú Ì‡ ËÁÍÛÒÚ‚ÓÚÓ Û˜‡ÒÚ‚Û‚‡ Ë
‚ Ò‡ÏÓÚÓ ËÁÒÎÂ‰‚‡ÌÂ – ˜ÂÁ ÂÍÒÔÓÌË‡ÌÂÚÓ Ë ÔÂÂÍÒÔÓÌË‡ÌÂÚÓ Ì‡ ÔÓÛ˜ÂÌËÚÂ ÏÂÒÚ‡
Ë ÔÓ‚Â‰ÂÌËfl ÔÓ‚Âfl‚‡ÏÂ ‰ÓÍÓÎÍÓ ÒÏÂ ÛÒÚ‡ÌÓ‚ËÎË ÓÒÌÓ‚ÌËÚÂ ËÏ ÙÛÌÍˆËË Ë ı‡‡ÍÚÂ-
ËÒÚËÍË. îÛÌÍˆËflÚ‡ Ì‡ ÏÂÒÚ‡Ú‡ Ë ÔÓ‚Â‰ÂÌ˜ÂÒÍËÚÂ ÏÓ‰ÂÎË ÒÂ ÔÓ‰·Ë‡Ú ‚ Á‡‚ËÒËÏÓÒÚ
ÓÚ ˆÂÎËÚÂ Ë Á‡‰‡˜ËÚÂ, ÍÓËÚÓ ÒË ÔÓÒÚ‡‚flÏÂ ‚ ‰‡‰ÂÌ ÔÓÂÍÚ.

ç‡·Î˛‰ÂÌËÂ Ë ÔÓÛ˜‚‡ÌÂ – Ì‡·Ó ÓÚ ÔËÏÂË ˘Ó Â Í‡ÚÍÓÚ‡ÈÌ‡
Ë ‰˙Î„ÓÚ‡ÈÌ‡ Ô‡ÏÂÚ:
1. í˙ÒÂÌÂ Ì‡ ‚ËÁÛ‡ÎÌË Ï‡ÚÂË‡ÎË (ÒÌËÏÍË, Í‡ÚËÌË, ÙËÎÏË) Ë ÚÂÍÒÚÓ‚Ë Ï‡ÚÂË‡ÎË (ıÛ-
‰ÓÊÂÒÚ‚ÂÌ‡ Ë ‰ÓÍÛÏÂÌÚ‡ÎÌ‡ ÎËÚÂ‡ÚÛ‡), ÍÓËÚÓ ÔÂ‰ÒÚ‡‚flÚ ÂÊÂ‰ÌÂ‚ÌËfl ÊË‚ÓÚ Ì‡ ÒÓ-
ÙËflÌˆË ÓÚ ÏËÌ‡ÎÓÚÓ (70-ÚÂ „Ó‰ËÌË Ì‡ ÏËÌ‡ÎËfl ‚ÂÍ). 
2. ëÂËfl ÓÚ ‡ÍˆËË Ò ÓÚ·ÂÎflÁ‚‡ÌÂ Ë ÙÓÚÓ-Â„ËÒÚ‡ˆËfl Ì‡ Ó·ÂÍÚË ‚ „‡‰ÒÍ‡Ú‡ ÒÂ‰‡, ÍÓ-
ËÚÓ ËÁ„‡Ê‰‡Ú Í‡ÚÍÓÚ‡ÈÌ‡Ú‡ Ô‡ÏÂÚ Ì‡ „‡‰‡ Ë Ò‡ ÔflÍÓ Ò‚˙Á‡ÌË Ò ÂÊÂ‰ÌÂ‚ÌÓÚÓ ÔÓ-
‚Â‰ÂÌËÂ Ì‡ Ó·ËÚ‡ÚÂÎfl ÏÛ. Åflı‡ Ó·ıÓ‰ÂÌË ˆÂÌÚ‡ÎÌË ÏÂÒÚ‡ ‚ ëÓÙËfl (ÔÎÓ˘‡‰ ◊ëÎ‡‚ÂÈ-
ÍÓ‚“, ñÂÌÚ‡ÎÌ‡ ÔÓ˘‡, „‡‰ËÌÍ‡Ú‡ ÔÂ‰ çí ◊à‚‡Ì Ç‡ÁÓ‚“, ÓÍÓÎÓ ÔÂÁË‰ÂÌÚÒÚ‚ÓÚÓ Ë
‡ıÂÓÎÓ„Ë˜ÂÒÍËfl ÏÛÁÂÈ, ñìå, ï‡ÎËÚÂ, ÔÓ‰ÎÂÁ‡ Á‡ ÏÂÚÓÚÓ ÒÂ˘Û ıÓÚÂÎ ◊òÂ‡Ú˙Ì“,
·ÛÎ. ◊ÇËÚÓ¯‡“, ÔÎÓ˘‡‰ ◊É‡Ë·‡Î‰Ë“. á‡ Ò˙ÔÓÒÚ‡‚Í‡ ·flı‡ Ó·ıÓ‰ÂÌË Ë Í‡Â ÓÚ ÔÓ-Ï‡ÎÍË
ˆÂÌÚ‡ÎÌË ÛÎËˆË – ÏÂÊ‰Û ÛÎ. ◊É. ë. ê‡ÍÓ‚ÒÍË“ Ë ·ÛÎ. ◊ÇËÚÓ¯‡“ Ë ÏÂÊ‰Û ·ÛÎ. ◊è‡ÚË‡ı
Ö‚ÚËÏËÈ“ Ë ÛÎ. ◊É‡Ù à„Ì‡ÚËÂ‚“.
3. èÓÒÎÂ‰fl‚‡ÌÂ ‚˙‚ ‚ÂÏÂÚÓ Ì‡ ÔÓÏÂÌËÚÂ, ÍÓËÚÓ Ì‡ÒÚ˙Ô‚‡Ú ËÎË ÌÂ Ì‡ÒÚ˙Ô‚‡Ú ‚˙‚
‚Â‰Ì˙Ê Ó·ÓÁÌ‡˜ÂÌÓÚÓ ÔÓÒÚ‡ÌÒÚ‚Ó Ë ÍÓÎÍÓ ‰˙Î„Ó ÓÒÚ‡‚‡Ú Ó·ÂÍÚËÚÂ. ç‡·Î˛‰ÂÌËflÚ‡ Ë
Â„ËÒÚ‡ˆËËÚÂ ·flı‡ Ì‡Ô‡‚ÂÌË ‚ ÔÂÚ ÔÓÂ‰ÌË ‰ÌË, ÒÎÂ‰ ÍÓÂÚÓ ÏÂÒÚ‡Ú‡ ·flı‡ Ó·ıÓ‰ÂÌË
ÓÚÌÓ‚Ó ÒÎÂ‰ ‰‚‡ Ë Ó˘Â ‚Â‰Ì˙Ê ÒÎÂ‰ ÒÂ‰ÂÏ ‰ÌË.
4. êÂ„ËÒÚË‡ÌÂ Ì‡ ‰˙Î„ÓÚ‡ÈÌËÚÂ ÒÎÂ‰Ë Ì‡ Ô‡ÏÂÚÚ‡ ‚ „‡‰‡. ç‡Ô‡‚Ë ÒÂ ‚ ˆflÎ‡Ú‡ ˆÂÌ-
Ú‡ÎÌ‡ ˜‡ÒÚ Ì‡ ëÓÙËfl ÔË ÔÓÎÁÛ‚‡ÌÂ Ì‡ Ò˙ÓÚ‚ÂÚÌ‡Ú‡ ËÒÚÓË˜ÂÒÍ‡ ÎËÚÂ‡ÚÛ‡.

ÄÌ‡ÎËÁ Ë ÍÎ‡ÒËÙËÍ‡ˆËfl Ì‡ Ì‡·Î˛‰‡‚‡ÌËÚÂ Ë Â„ËÒÚË‡ÌË
ÒÎÂ‰Ë Ì‡ Ô‡ÏÂÚÚ‡ ‚ „‡‰ÒÍ‡Ú‡ ÒÂ‰‡

• ä‡ÚÍÓÚ‡ÈÌË ÒÎÂ‰Ë (Ò˙˘ÂÒÚ‚Û‚‡Ú Á‡ Í‡ÚÍÓ – ˜‡Ò, ‰ÂÌ, ÒÂ‰ÏËˆ‡ – Ì‡ ‰‡‰ÂÌÓ ÏflÒ-
ÚÓ, ÌÓ ÌÂËÁÏÂÌÌÓ ÔËÒ˙ÒÚ‚‡Ú ‚ Ò˙‚ÂÏÂÌÌ‡Ú‡ „‡‰ÒÍ‡ ÒÂ‰‡)
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account of various tiers of city life – social, cultural, political, everyday routines. The explo-
ration we do tries to restore the visual and behavioral environment of different periods: we
interpret signs from the past which have lived on to the present, archives about past
events and old plans that have been eventually carried out.

The material captured is building up into a project to do with conduct and vision. We are
looking to expose the points where lasting and transient traces of memory intersect in
urban space.

Our aim is to usher the spectators into an atmosphere from the distant or more recent
past, to “stop the time” for a while breaking clear of the day-to-day routine, in an effort to
make urban memory more visible.

Exploring memory by the means of the arts
(passing and lasting traces left by humans across the city)

We share the following understanding of urban exploration using the tools of the arts:
1. Observation and registration of places and behavior typical for the city;
2. Analysis and classification of places and behavior as well as the typology of their inter-
dependence.

This way we glean places, elements, objects and conduct models (routine gestures and
activities) from the city environment, which we use to make products of art. The latter
takes part in the research itself: through exposing and overexposing the places and
behaviours explored we examine the degree to which we have identified their key func-
tions and features. The functions of places and behaviors we select may vary subject to
the targets and tasks we set ourselves in an individual project.

Observation and exploration – a set of examples showing what passing
and lasting memory is:
1. Searching for visual (photos, pictures, films) and textual artifacts (fiction, poetry or doc-
umentaries), showing the daily life of Sofia’s people from the 1970’s.
2. A series of actions aimed at marking out and photo-registering objects forming the
short-term memory of the city and directly linked with the daily business of its inhabitants.
Central places in Sofia were crisscrossed and examined (such as “Slaveikov Square”,
the Central Post Office, the garden in front of the National Theater “Ivan Vazov”, the imme-
diate surroundings of the Presidency, the government buildings and the Archeological
Museum, the Central Universal Store, Halite (the meat mall), the subway in front of
Sheraton hotel, “Vitosha” boulevard, “Garibaldi Square”). For the sake of comparison a
few blocks of smaller central streets (between “G.S. Rakovski” and “Vitosha” boulevard
and “Patriarh Evtimii” boulevard and “Graf Ignatiev St.”) were also covered.
3. Monitoring, over a short period of time, of the changes, which did or failed to occur
across the marked-out spots or how long the objects were staying. Change monitoring
and registration went on over five days in a row whereupon the spots were re-examined in
two, and then in seven days.
4. The registration of the long-term urban memory traces was carried out throughout the
central areas of Sofia based on historical literature references.

Analysis and classification of the memory traces observed
and registered within the city environment

• Passing traces (having a short life – an hour, a day, a week – within their spots, yet
ubiquitous in a modern-day urban ambience)

The passing traces were analysed and classified in view of the types of behavior generat-
ing them. Thus the following groups of traces and spots were formed:
– chucked or dumped: usually on pavements, streets, sewerage grids, plant pots (pieces 

of paper, cigarettes butts, etc.);
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ä‡ÚÍÓÚ‡ÈÌËÚÂ ÒÎÂ‰Ë ·flı‡ ‡Ì‡ÎËÁË‡ÌË Ë ÍÎ‡ÒËÙËˆË‡ÌË Ò Ó„ÎÂ‰ Ì‡ ÔÓ‚Â‰ÂÌËÂÚÓ,
ÍÓÂÚÓ „Ë ÔÓ‡Ê‰‡. í‡Í‡ ÒÂ ÓÙÓÏËı‡ ÒÎÂ‰ÌËÚÂ „ÛÔË ÒÎÂ‰Ë Ë ÓÔÂ‰ÂÎÂÌË ÏÂÒÚ‡, Ì‡ ÍÓ-
ËÚÓ ÒÂ ÓÒÚ‡‚flÚ ÚÂÁË ÒÎÂ‰Ë:
– Á‡ı‚˙ÎÂÌË/ÔÓ‰ı‚˙ÎÂÌË, Ó·ËÍÌÓ‚ÂÌÓ ÔÓ ÚÓÚÓ‡Ë, ÛÎËˆË, Â¯ÂÚÍË, Í‡¯ÔË (ı‡ÚËË,  

Ù‡ÒÓ‚Â...);
– ÓÒÚ‡‚ÂÌË/ÔÓÒÚ‡‚ÂÌË, Ó·ËÍÌÓ‚ÂÌÓ ‚˙ıÛ Ô‡‡ÔÂÚË Ì‡ Ó„‡‰Ë, ÙÓÌÚ‡ÌË, ÔÓ-„ÓÎÂÏË 

Í‡¯ÔË, ÂÎ. Ú‡·Î‡ (·ÛÚËÎÍË, ˜‡¯Ë, ˜‡ÌÚË, ÓÒÚ‡Ú˙ˆË ÓÚ ı‡ÌË...);
– Á‡Ú˙ÍÌ‡ÚË/Ì‡Ú˙ÔÍ‡ÌË, Ì‡È-˜ÂÒÚÓ Á‡‰ ÛÎÛˆË, Ú˙·Ë, ‚˙‚ ‚ÒflÍ‡Í‚Ë ‰ÛÔÍË Ë ÓÚ‚ÓË 

(ı‡ÚËË, ‚ÂÒÚÌËˆË...);
– Á‡ÎÂÔÂÌË/Á‡·Ó‰ÂÌË, ‚˙ıÛ ÒÚ˙Î·Ó‚Â, ‰˙‚ÂÚ‡, ÒÚÂÌË, ÔÓÁÓˆË (Ó·fl‚Ë, ÔÎ‡Í‡ÚË...);
– Ì‡ÔËÒ‡ÌË/ËÁËÒÛ‚‡ÌË, ÓÒÌÓ‚ÌÓ ‚˙ıÛ ÒÚÂÌË Ë Í‡ÎÍ‡ÌË (Ì‡‰ÔËÒË, „‡ÙËÚË...).

• Ñ˙Î„ÓÚ‡ÈÌË ÒÎÂ‰Ë (Ú˙ÔflÚ ÔÓ-·‡‚Ì‡ ÔÓÏflÌ‡ ‚˙‚ ‚ÂÏÂÚÓ – „Ó‰ËÌË, ‚ÂÍÓ‚Â – Ë ÔË-
Ò˙ÒÚ‚‡Ú Í‡ÚÓ ÏÌÓÊÂÒÚ‚‡ ‚ „‡‰ÒÍËfl Ó·ÎËÍ ÓÚ Ò‡ÏÓÚÓ Ò˙Á‰‡‚‡ÌÂ Ì‡ „‡‰‡).

ë Ó„ÎÂ‰ Ì‡ ÙÛÌÍˆËÓÌË‡ÌÂÚÓ ËÏ ‰˙Î„ÓÚ‡ÈÌËÚÂ ÒÎÂ‰Ë ·flı‡ ÍÎ‡ÒËÙËˆË‡ÌË
ÔÓ ÒÎÂ‰ÌËfl Ì‡˜ËÌ:
– Ò„‡‰Ë Ë ˜‡ÒÚË ÓÚ Ò„‡‰Ë (ÊËÎË˘ÌË Ë Ó·˘ÂÒÚ‚ÂÌË);
– Ô‡ÏÂÚÌËˆË, ÏÓÌÛÏÂÌÚË Ë ‚˙ÁÔÓÏÂÌ‡ÚÂÎÌË ÔÎÓ˜Ë;
– ÏÂÒÚ‡ Á‡ ÓÚ‰Ëı (Ô‡ÍÓ‚Â Ë „‡‰ËÌË);
– ÏÂÒÚ‡ Á‡ ÔÂÏËÌ‡‚‡ÌÂ Ì‡ ıÓ‡ Ë Ú‡ÌÒÔÓÚÌË ÒÂ‰ÒÚ‚‡ (ÛÎËˆË, ÚÓÚÓ‡Ë, ÔÎÓ˘‡‰Ë, 

ÔÓ‰ÎÂÁË Ë Ì‡‰ÎÂÁË).

• É‡ÌË˜ÌË ÒÎÂ‰Ë (ÏÂÊ‰Û Ú‡ÈÌËÚÂ Ë ÌÂÚ‡ÈÌËÚÂ Ò Ó„ÎÂ‰ Ì‡ ÔÓ‰˙ÎÊËÚÂÎÌÓÒÚÚ‡ Ì‡ Ò˙-
˘ÂÒÚ‚Û‚‡ÌÂÚÓ ËÏ).

ëÔÓÂ‰ ÙÛÌÍˆËÓÌË‡ÌÂÚÓ ËÏ „Ë ‡Á‰ÂÎËıÏÂ Ì‡ Ú‡ÍË‚‡:
– Á‡Ô‡ÁËÎË ÙÛÌÍˆËflÚ‡ ÒË, ÌÓ ËÁÏÂÌfl˘Ë Ó·ÎËÍ‡ ÒË Á‡ Ò‡‚ÌËÚÂÎÌÓ Í‡ÚÍË 

ÔÂËÓ‰Ë ÓÚ ‚ÂÏÂ;
– ÌÂËÁÔÓÎÁ‚‡ÂÏË.

Ç Ô˙‚‡Ú‡ „ÛÔ‡ ‚ÎËÁ‡Ú ÛÎË˜ÌËÚÂ Î‡ÏÔË, ÍÓ¯˜ÂÚ‡Ú‡ Á‡ ·ÓÍÎÛÍ, ÛÎË˜ÌËÚÂ ÚÂÎÂÙÓÌË, ÔÂÈ-
ÍËÚÂ, Í‡¯ÔËÚÂ, ÁÌ‡ˆËÚÂ (Ú‡·ÂÎËÚÂ Ò ËÏÂÌ‡Ú‡ Ì‡ ÛÎËˆËÚÂ Ë ÌÓÏÂ‡Ú‡ Ì‡ Ò„‡‰ËÚÂ, ÛÎË˜-
Ì‡Ú‡ Ï‡ÍËÓ‚Í‡ Ë ÁÌ‡ˆË, Ó·ÓÁÌ‡˜ËÚÂÎÌË Ë Á‡·‡ÌËÚÂÎÌË Ú‡·ÂÎË). Ç˙‚ ‚ÚÓ‡Ú‡ „ÛÔ‡
ÒÔ‡‰‡Ú ËÁÓÒÚ‡‚ÂÌË Ò„‡‰Ë Ë ÍÓÎË, ËÁı‚˙ÎÂÌË ÒÚ‡Ë ÏÂ·ÂÎË, ÒÚ‡Ë Ú‡Ï‚‡ÈÌË ÂÎÒË.

ä‡ÚÍÓÚ‡ÈÌË Ë
‰˙Î„ÓÚ‡ÈÌË ÒÎÂ‰Ë,
ÍÓËÚÓ ˜Ó‚ÂÍ ÓÒÚ‡‚fl 
‚ „‡‰‡ / Passing and
long-term traces, which
man leaves in the city

Ñ˙Î„ÓÚ‡ÈÌË / Long-term
Ô‡ÏÂÚÌËˆË, Ò„‡‰Ë, ÏÂÒÚ‡ Á‡
ÔÂÏËÌ‡‚‡ÌÂ, ÏÂÒÚ‡ Á‡ ÓÚ‰Ëı /
monuments, buildings, traffic facilities,
recreation sites
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– placed or stood: on parapets, railings, fences, fountains, plant tubs, electricity boards 
(bottles, cups, bags, scraps of food, etc.);

– stuck-in or thrust: behind pipes and gutters, in all kinds of holes, crevices and openings 
(wrappers, newspapers, etc.);

– glued or jabbed: on lamp-posts, trees, walls, windows (notices, posters, etc.)
– written or painted on: on walls, blind walls (inscriptions, graffiti, etc.).

• Long-term traces (slowly mutating with time – years, centuries – and prominent in the
city’s setting, some from its early origins)

Based on their function the long-term traces have been classified the following way:
– buildings and parts of buildings (residential and public);
– monuments, statues and plaques;
– recreation sites (parks and gardens);
– traffic facilities for people and vehicles (streets, pavements, squares, subways and

flyovers).

• In-between traces (midway between passing and lasting traces in terms of their length
of existence)

According to their function we divided them into:
– those which have preserved their function but keep changing their appearance in rela

tively short periods of time;
– those, which have become unusable.

The former group includes streets lamps, dustbins, phone-booths, benches, plant pots or
tubs, the street signs (boards with the street names or buildings’ numbers; the road mark-
ing and traffic signs, information or prohibition boards). The latter group includes deserted
buildings and cars, dumped old furniture, old tramline rails, etc.
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ä‡ÚÍÓÚ‡ÈÌË /
Passing

Á‡ı‚˙ÎÂÌË/ÔÓ‰ı‚˙ÎÂÌË /
chucked or dumped

Ì‡ÔËÒ‡ÌË/ËÁËÒÛ‚‡ÌË /
written or painted on

ÓÒÚ‡‚ÂÌË/ÔÓÒÚ‡‚ÂÌË /
placed or stood
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Á‡ÎÂÔÂÌË/Á‡·Ó‰ÂÌË /
glued or jabbed

Á‡Ú˙ÍÌ‡ÚË/Ì‡Ú˙ÔÍ‡ÌË
stuck-in or thrust
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É‡ÌË˜ÌË / In between

ÌÂËÁÔÓÎÁ‚‡ÂÏË /
unusable

ÙÛÌÍˆËÓÌ‡ÎÌË /
functioning











49

page 49VS-Book-2-final.qxd /



page 50VS-Book-2-final.qxd /



page 51VS-Book-2-final.qxd /



page 52VS-Book-2-final.qxd /



page 53VS-Book-2-final.qxd /



54

page 54VS-Book-2-final.qxd /

ÑË‡Ì‡ èÓÔÓ‚‡ Ë ã˙˜ÂÁ‡ ÅÓfl‰ÊËÂ‚
‚ ‡Á„Ó‚Ó Ò ÖÎÂÌ‡ äÓÎÂ‚‡-à‚‡ÌÓ‚‡,
ñ‚ÂÚÂÎËÌ‡ ÉÓÒÔÓ‰ËÌÓ‚‡ Ë ãËÎËfl è˙‚‡ÌÓ‚‡
ÓÚ ï-tendo

ëÓÙËfl, 25 ‡ÔËÎ 2004

ÑË‡Ì‡ èÓÔÓ‚‡: åÓflÚ Ô˙‚Ë ‚˙ÔÓÒ Â Ò‚˙Á‡Ì Ò ÏÂÚÓÚÓ – ÌÓÒËÚÂÎ Ì‡ Í‡Í‚‡ Ô‡ÏÂÚ Â
ÚÓ ÒÔÓÂ‰ ‚‡Ò? ÄÁ Ò˙Ï ÌÂ„Ó‚ Â‰Ó‚ÂÌ ÔÓÎÁ‚‡ÚÂÎ ÓÚ ÔÛÒÍ‡ÌÂÚÓ ÏÛ ‚ Ì‡˜‡ÎÓÚÓ Ì‡ 1998
„Ó‰ËÌ‡ Ë ÌÂ ÓÚÍË‚‡Ï ÌËÍ‡Í‚Ë ·ÂÎÂÁË Ì‡ Ú‡ÈÌ‡ Ô‡ÏÂÚ, Í‡ÍÚÓ fl ÓÔÂ‰ÂÎflÚÂ ‚ ÔÓÂÍÚ‡
ÒË. çflÏ‡ Ë ·ÂÎÂÁË Ì‡ Í‡ÚÍÓÚ‡ÈÌ‡ Ô‡ÏÂÚ – ÔÓ‰‰˙Ê‡Ú „Ó ‚ÒÂ Ú‡Í‡ ˜ËÒÚÓ, Í‡ÍÚÓ ÓÚ Ò‡-
ÏÓÚÓ Ì‡˜‡ÎÓ...

ÖÎÂÌ‡ äÓÎÂ‚‡-à‚‡ÌÓ‚‡: àÁÔÓÎÁ‚‡ÏÂ ÏÂÚÓÚÓ, Á‡˘ÓÚÓ ÌË ËÌÚÂÂÒÛ‚‡ ÔÓ‚Â‰ÂÌËÂÚÓ Ì‡
„‡Ê‰‡ÌËÚÂ ‚ ÌÂ„Ó. í˙ÒËÏ ÌÂ ÚÓÎÍÓ‚‡ ‚ËÁÛ‡ÎÌË ÒÎÂ‰Ë, ‡ ÔÓ‚Â‰ÂÌ˜ÂÒÍË.

ñ‚ÂÚÂÎËÌ‡ ÉÓÒÔÓ‰ËÌÓ‚‡: í‡Ï ÏÓÊÂÏ ‰‡ Ì‡ÏÂËÏ ÏÌÓÊÂÒÚ‚Ó ıÓ‡, Ò˙·‡ÌË Ì‡ Â‰ÌÓ
ÏflÒÚÓ, ÍÓËÚÓ ÒÂ ‰‚ËÊ‡Ú ÔÓ Â‰Ì‡ Ú‡ÂÍÚÓËfl.

ã˙˜ÂÁ‡ ÅÓfl‰ÊËÂ‚: ëÂ„‡ ‡Á·Ë‡Ï Á‡˘Ó ÔËÏÂÌÓ ÒÚ‡‰ËÓÌ˙Ú ÌÂ ÔÓÔ‡‰Ì‡ ‚˙‚ ‚ÌËÏ‡-
ÌËÂÚÓ ‚Ë – Ó˜Â‚Ë‰ÌÓ Á‡‡‰Ë ÎËÔÒ‡Ú‡ Ì‡ ‰‚ËÊÂÌËÂ. ä‡Í‚‡ Â ‚˙ÁÍ‡Ú‡ ÏÂÊ‰Û ‰‚ËÊÂÌË-
ÂÚÓ Ì‡ Ú˙ÎÔ‡Ú‡ Ë „‡‰ÒÍ‡Ú‡ Ô‡ÏÂÚ? á‡˘Ó ÚÓ‚‡ Â ‚‡ÊÌÓ Á‡ ‚‡Ò?

ñ‚ÂÚÂÎËÌ‡ ÉÓÒÔÓ‰ËÌÓ‚‡: éÚ ËÏÂÚÓ Ì‡ ÔÓÂÍÚ‡ ÌË ◊éÚ Í˙Ï Á‡ Ì‡Ò‡Ï“ ÒÚ‡‚‡ flÒÌÓ, ˜Â ÚÓÈ
ÔÂ‰ÔÓÎ‡„‡ ‰‚ËÊÂÌËÂ ‚ ÔÓÒÚ‡ÌÒÚ‚ÓÚÓ Ë ‚˙‚ ‚ÂÏÂÚÓ – ÓÚ ÏËÌ‡ÎÓÚÓ Í˙Ï Ì‡ÒÚÓfl˘ÂÚÓ.
ë‡‚Ìfl‚‡ÏÂ ÒÂ„‡¯ÌÓÚÓ ‰‚ËÊÂÌËÂ Ì‡ ıÓ‡Ú‡ Ò ÚÓ„‡‚‡¯ÌÓÚÓ ‰‚ËÊÂÌËÂ Ì‡ Ú˙ÎÔ‡Ú‡.

ÖÎÂÌ‡ äÓÎÂ‚‡-à‚‡ÌÓ‚‡: è˙ÚÛ‚‡ÌÂÚÓ Â ÌÂ˘Ó, ÍÓÂÚÓ ‚ÒË˜ÍË Ô‡‚ËÏ ‡‚ÚÓÏ‡ÚË˜ÌÓ, ÔÓ
Ì‡‚ËÍ. Ç ÍÓÌÚÂÍÒÚ‡ Ì‡ ÇËÁÛ‡ÎÌËfl ÒÂÏËÌ‡ ‡Á„ÎÂÊ‰‡ÏÂ Ì‡‚ËÍ‡ Í‡ÚÓ ÊË‚‡ ÒÎÂ‰‡ Ì‡ Ô‡-
ÏÂÚÚ‡. ç‡‚ËÍ˙Ú Í‡ÚÓ Á‡·‡‚ÂÌ ÒÔÓÏÂÌ Ì‡ Ô‡ÏÂÚÚ‡.

ã˙˜ÂÁ‡ ÅÓfl‰ÊËÂ‚: èË Ï‡ÌËÙÂÒÚ‡ˆËËÚÂ ÏËÌ‡‚‡ıÏÂ ÍÓÌÚÓÎË‡ÌÓ ÔÂ‰ Ï‡‚ÁÓÎÂfl Ë
‰‚ÂÒÚ‡ ÏÂÚ‡ ÒÎÂ‰ Ï‡‚ÁÓÎÂfl ‰‚ËÊÂÌËÂÚÓ ÒÂ ‡ÁÒÂÈ‚‡¯Â. Ñ‚ËÊÂÌËÂÚÓ ‚ ÏÂÚÓÚÓ ÌÂ Â
Ó„‡ÌËÁË‡ÌÓ. ïÓ‡Ú‡ ÓÚË‚‡Ú Ì‡ ‡·ÓÚ‡ Ë ÚÓ‚‡ Â Ï‡ÍÒËÏ‡ÎÌ‡Ú‡ Ó„‡ÌËÁ‡ˆËfl. çËÍÓÈ ÌÂ
Â ‰Î˙ÊÂÌ ‰‡ ÒÂ ‰˙ÊË ÔÓ ÓÔÂ‰ÂÎÂÌ Ì‡˜ËÌ. èË Â‰ËÌËfl ÒÎÛ˜‡È ËÏ‡ÏÂ ÒËÎÌÓ Â„Î‡ÏÂÌ-
ÚË‡ÌÓ ‰‚ËÊÂÌËÂ, ÔË ‰Û„Ëfl – ÌÂ. ä‡Í ÒÂ Ò‚˙Á‚‡Ú ‰‚ÂÚÂ ÌÂ˘‡ ÒÔÓÂ‰ ‚‡Ò? å‡ÌËÙÂÒ-
Ú‡ˆËflÚ‡ ÌÂ Â ˜‡ÒÚ ÓÚ ÂÊÂ‰ÌÂ‚ËÂÚÓ...

ÖÎÂÌ‡ äÓÎÂ‚‡-à‚‡ÌÓ‚‡: çËÂ „Ë ÔÓÒÚ‡‚flÏÂ Â‰ÌÓ ‰Ó ‰Û„Ó.

ãËÎËfl è˙‚‡ÌÓ‚‡: à‰ÂflÚ‡ ·Â¯Â ‰‡ ÔÓ‚ÂËÏ Í‡Í ‡·ÓÚË Â‰ËÌ ÏÂı‡ÌËÁ˙Ï ÓÚ ÏËÌ‡ÎÓ-
ÚÓ. à ‚ ÒÎÛ˜‡fl ËÏ‡ÏÂ ÔÓÒÚ‡ÌÒÚ‚Ó, ÍÓÂÚÓ ‚Í‡‚‡ ıÓ‡Ú‡ ‚ Ô‡‚ËÎ‡. çflÏ‡ ÏÌÓ„Ó ‚˙Á-
ÏÓÊÌÓÒÚË Á‡ Ï‡ÌÂ‚Ë‡ÌÂ. å‡¯ÛÚ˙Ú Â Ó„‡ÌË˜ÂÌ: ÍÓË‰Ó Ë ‰‚‡ ËÁıÓ‰‡.

ã˙˜ÂÁ‡ ÅÓfl‰ÊËÂ‚: áÌ‡˜Ë Ò˙Ò ÁÌ‡ÏÂÌˆ‡Ú‡ Ë ÎÓÁÛÌ„ËÚÂ ÌflÏ‡ÚÂ ÔÂ‰‚Ë‰ ‚‡¯‡Ú‡ ÏÎ‡-
‰ÓÒÚ. çÓ ‚ÒÂ Â‰ÌÓ ÚÂ Ò‡ ‚ÁÂÚË ÓÚ ÏËÌ‡ÎÓÚÓ. à Ú˙ÒËÚÂ ˜ÂÁ ÚÓ‚‡ ÒÔÓÏÂÌ‡, ÔÂ‰ËÁ‚ËÍ-
‚‡ÌÂ Ì‡ Ô‡ÏÂÚÚ‡ ÓÚ ÏËÌ‡ÎÓÚÓ Í‡ÚÓ ÔÓ‚Â‰ÂÌËÂ?

ãËÎËfl è˙‚‡ÌÓ‚‡: äÓ„‡ÚÓ Á‡ÔÓ˜Ì‡ıÏÂ ‰‡ ‡·ÓÚËÏ ÔÓ ÔÓÂÍÚ‡, ÌËÂ Ô˙‚Ó Ì‡·Î˛‰‡-
‚‡ıÏÂ „‡‰‡ Ë ÁÌ‡ˆËÚÂ ‚ ÌÂ„Ó. ë‚ËÍÌ‡ÎË ÒÏÂ ‰‡ ıÓ‰ËÏ ÔÓ ÛÎËˆËÚÂ ·ÂÁ ‰‡ Á‡·ÂÎflÁ‚‡ÏÂ
ÌÂ˘‡Ú‡ ÓÍÓÎÓ Ì‡Ò. Ä ËÏ‡ Ì‡ÔËÏÂ ÒÚ‡Ë Ì‡‰ÔËÒË, ÍÓËÚÓ Ò‡ ÓÒÚ‡Ì‡ÎË, ÌÓ ÙÛÌÍˆËflÚ‡
ËÏ Â ËÁ˜ÂÁÌ‡Î‡. á‡ Ì‡Ò ˆÂÎÚ‡ Â ıÓ‡Ú‡ ‰‡ ÒË ÒÔÓÏÌflÚ Ë ˜ÂÁ ÒÔÓÏÂÌ‡ ‰‡ ‡ÍÚË‚Ë‡Ú
ÏflÒÚÓÚÓ, ‚ ÍÓÂÚÓ ÊË‚ÂflÚ ÒÂ„‡.

ã˙˜ÂÁ‡ ÅÓfl‰ÊËÂ‚: Ç Í‡Í‚Ó ÒÂ ÔÓfl‚fl‚‡ ‡ÍÚË‚Ë‡ÌÂÚÓ Ì‡ ÒÔÓÏÂÌ‡?

ÖÎÂÌ‡ äÓÎÂ‚‡-à‚‡ÌÓ‚‡: èË ÌflÍÓË ÒÂ ÔÓfl‚Ë Ò˙‚ÒÂÏ ÍÓÌÍÂÚÌÓ, ÙËÁË˜ÂÒÍË. àÏ‡¯Â
ÒÚ‡ˆË, ÍÓËÚÓ ÒÂ ÛÒÏËı‚‡ı‡ Ë ÌË Ï‡ı‡ı‡ ÚÓ˜ÌÓ ÔÓ Ì‡˜ËÌ‡, ÔÓ ÍÓÈÚÓ „Ó Ô‡‚Â¯Â íÓ‰Ó
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Diana Popova and Luchezar Boyadjiev
in a talk with Elena Koleva-Ivanova,
Tsvetelina Gospodinova and Liliya Parvanova
from X-tendo

Sofia, April 25th, 2004

Diana Popova: My first question is about the metro – what kind of memory does it bear in
your view? I am a regular commuter since the beginning of 1998 when it was opened and I
do not find any traces of lasting memory as you define it in the project. There are no signs
of transient memory either – it is kept as clean as it was in the beginning…

Elena Koleva-Ivanova: We use the metro because we are interested in the behaviour of
the people in it. We look for traces that are behavioural rather than aesthetic.

Tsvetelina Gospodinova: We can find a multitude of people there who move along the
same trajectory.

Luchezar Boyadjiev: Now I understand why the stadium, for example, is not in the focus
of your attention – clearly, this is because there is no movement there. What is the relation
between the crowd’s movement and city memory? Why is this important for you?

Tsvetelina Gospodinova: The very title of our project, Therefrom Hereto, suggests move-
ment in space and time – from the past to the present. We compare the movement of peo-
ple today with the movement of the crowd in the past.

Elena Koleva-Ivanova: Commuting is something that we all do automatically, by force of
habit. In the context of the Visual Seminar we treat habit as a living trace of memory. Habit
as a forgotten memory of memory.

Luchezar Boyadjiev: In the case of the communist party parades, our movement past the
mausoleum, for instance, was guarded and then two hundred metres away the moving
crowd would disperse. The movement in the metro is not controlled in any way. People go
to work and this is all the organisation that is involved. Nobody has to bear themselves in
any particular way. In the first instance movement is strictly regulated and in the other it is
not regulated at all. In what way do you see the two cases as related? Communist party
parades were not part of everyday routines…

Elena Koleva-Ivanova: We place them side by side.

Lylia Parvanova: The idea was to explore how a mechanism from the past works. And in
this case we have a space which imposes rules on people. There are not many possibili-
ties for manoeuvring. The route is limited – there is a corridor and two exits.

Luchezar Boyadjiev: So you do not refer to your youth with the little flags and the slo-
gans. But they are nevertheless borrowed from the past. And this is the way in which you
actually search for the memory, you seek to evoke the memory from the past as behav-
iour?

Lylia Parvanova: When we started working on this project at first we observed the city
and the signs in it. We are used to walking in the streets without noticing the things
around us. For example, there are old notices or signs, which have survived, but whose
function is nonexistent nowadays. Our aim is to make people remember and through the
memory to activate the space which they now inhabit.

Luchezar Boyadjiev: How does this activation of the memory manifest itself?

Elena Koleva-Ivanova: Some people expressed it physically. There were old men who
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ÜË‚ÍÓ‚. Ä ÌflÍÓË ÓÚ ÏÎ‡‰ËÚÂ ‚‰Ë„‡ı‡ ÒÂ‰ÂÌ Ô˙ÒÚ.

ãËÎËfl è˙‚‡ÌÓ‚‡: àÏ‡¯Â ‚ÒflÍ‡Í‚Ë Â‡ÍˆËË: ÓÚ ËÏËÚ‡ˆËfl Ì‡ ÊÂÒÚ‡ ‰Ó ÍÓÏÂÌÚ‡ Ì‡
ÒÚ‡‚‡˘ÓÚÓ. çÓ ‚ÒË˜ÍË ·flı‡ ‚ ÌflÍ‡Í‚‡ ÒÚÂÔÂÌ ‡ÁÚÂ‚ÓÊÂÌË – Á‡ Í‡Í‚Ó ÒÚ‡‚‡ ‰ÛÏ‡?
ç‡Ô‡‚ËıÏÂ ‡ÍˆËflÚ‡ ‰‚‡ Ô˙ÚË Ë ‚ÚÓËflÚ Ô˙Ú ÏËÌ‡‚‡ı‡ ÌflÍÓË ‚Â˜Â ÔÓÁÌ‡ÚË ıÓ‡. Ö‰ËÌ
ÛÒÌ‡Í ÌË Í‡Á‡: ◊à Ú‡Í‡ ‚ÒÂÍË ‰ÂÌ, ‚ÒÂÍË ‰ÂÌ...“

ã˙˜ÂÁ‡ ÅÓfl‰ÊËÂ‚: Ñ‡ ÒÂ ‚˙ÌÂÏ Í˙Ï ‰‚ËÊÂÌËÂÚÓ. á‡ ÏÂÌ Â ËÌÚÂÂÒÌÓ – ˜Ó‚ÂÍ˙Ú ÒÂ
‰‚ËÊË ‚ ÏÂÚÓÚÓ, ‚ËÂ „Ó ı‚‡˘‡ÚÂ ‚ Í‡˜Í‡, ÍÓ„‡ÚÓ ÌÂ Â ÌËÚÓ Ì‡ ‡·ÓÚ‡, ÌËÚÓ ‚ Í˙˘Ë.
ä‡Í‚Ó ‚Ë Ì‡Í‡‡ ‰‡ ËÁ·ÂÂÚÂ ÚÓ˜ÌÓ ÚÓÁË ÏÓÏÂÌÚ?

ãËÎËfl è˙‚‡ÌÓ‚‡: óÓ‚Â¯ÍÓÚÓ Ò˙ÒÚÓflÌËÂ, ÔË ÍÓÂÚÓ ÌÂ ÒÂ Á‡ÏËÒÎfl¯ Í‡Í‚Ó Ô‡‚Ë¯. Ç
Ú‡ÁË ÒËÚÛ‡ˆËfl ˜Ó‚ÂÍ ÌÂ Â Ò˙ÒÂ‰ÓÚÓ˜ÂÌ. ÑÂÈÒÚ‚ËflÚ‡, ÍÓËÚÓ ËÁ‚˙¯‚‡ Í‡ÚÓ ÔÂÏËÌ‡-
‚‡˘, Ò‡ ÏÂı‡ÌË˜ÌË.

ÖÎÂÌ‡ äÓÎÂ‚‡-à‚‡ÌÓ‚‡: Ç Â‰ËÌ Ú‡Í˙‚ ÏÓÏÂÌÚ, ÍÓÈÚÓ Â ÏÂı‡ÌË˜ÂÌ Ë Â Ò‚˙Á‡Ì Ò Ì‡‚Ë-
Í‡, ÒË ÔÓ-Ò‚Ó·Ó‰ÂÌ ‰‡ ÏÛ ÔË‰‡‰Â¯ ÁÌ‡˜ÂÌËÂ Ë ‰‡ „Ó Ì‡Ô‡‚Ë¯ ÁÌ‡Í.

ã˙˜ÂÁ‡ ÅÓfl‰ÊËÂ‚: åÓÏÂÌÚ‡ ËÎË Â‡ÍˆËflÚ‡? ç‡ Ú˙ÎÔ‡Ú‡ ËÎË Ì‡ ÓÚ‰ÂÎÌËfl ˜Ó‚ÂÍ ‚
Ú˙ÎÔ‡Ú‡? 

ñ‚ÂÚÂÎËÌ‡ ÉÓÒÔÓ‰ËÌÓ‚‡: çËÂ ı‚‡˘‡ÏÂ ˜Ó‚ÂÍ‡ ‚ Í‡˜Í‡, ÚÓÈ ÔÓÒÚÓ ÒË Ô˙ÚÛ‚‡ ‚ Ì‡-
‚ËÍ‡. è˙ÚÛ‚‡ ÒË Ë ÌÂ Â ÚÂ‚ÓÊÂÌ. à ÍÓ„‡ÚÓ „Ó ı‚‡ÌÂ¯ ‚ Ú‡Í˙‚ ÏÓÏÂÌÚ Ë „Ó ÔÓ‚ÓÍË‡¯,
ÚÓÈ Â Ì‡È-ÒÔÓÌÚ‡ÌÂÌ ‚ Â‡ÍˆËflÚ‡ ÒË.

ÑË‡Ì‡ èÓÔÓ‚‡: ÇÒÂ Ó˘Â ÌÂ ‡Á·Ë‡Ï Í‡Í‚‡ Â ‚˙ÁÍ‡Ú‡ Ì‡ ÏÂÚÓÚÓ Ò ÌflÍÓ„‡¯ÌËÚÂ Ï‡-
ÌËÙÂÒÚ‡ˆËË? èË Ï‡ÌËÙÂÒÚ‡ˆËËÚÂ Ó„‡ÌËÁ‡ˆËflÚ‡ ‰‡ÎÂ˜ ÌÂ Â Ò‡ÏÓ ÔÓÒÚ‡ÌÒÚ‚ÂÌ‡,
ËÌÙ‡ÒÚÛÍÚÛÌ‡, Ú‡Í‡ ‰‡ ÒÂ Í‡ÊÂ. ífl Â Ë‰ÂÓÎÓ„Ë˜ÂÒÍ‡. Ä ‚ËÂ, ‰ÓÍÓÎÍÓÚÓ ‡Á·Ë‡Ï, ÌÂ
ÒÂ ÒÚÂÏËÚÂ ‰‡ ‚Í‡‡ÚÂ ÏÌÓÊÂÒÚ‚ÓÚÓ ‚ ÏÂÚÓÚÓ ‚ Ï‡ÌËÙÂÒÚ‡ˆËÓÌÌ‡ ÒËÚÛ‡ˆËfl – ËÁÌÂ-
Ì‡‰‚‡˘Ó Ë ÔÓÚË‚ ‚ÓÎflÚ‡ ÏÛ, Í‡ÍÚÓ Ô‡‚Ë ÛÒÍ‡Ú‡ „ÛÔ‡ ◊ê‡‰ÂÍ“ Ò Ú˙ÎÔËÚÂ, ÔÂÒË˜‡˘Ë
Ì‡ Ò‚ÂÚÓÙ‡ËÚÂ. ÇËÂ ‚Ò˙˘ÌÓÒÚ ÔËÔÓÏÌflÚÂ Ì‡ ıÓ‡Ú‡ ÓÚ ÚÓ‚‡ ÏÌÓÊÂÒÚ‚Ó Ù‡ÍÚË Ë ÒË-
ÚÛ‡ˆËË ÓÚ ÏËÌ‡ÎÓÚÓ. Ä ‚ÒÂÍË ˜Ó‚ÂÍ, ËÁÌÂÌ‡‰‡Ì Ì‡ ÛÎËˆ‡Ú‡ ÓÚ ÌflÍ‡Í˙‚ ÒÔÓÏÂÌ, ÂÒÚÂÒÚ-
‚ÂÌÓ ˘Â Â‡„Ë‡ ÔÓ Â‰ËÌ ËÎË ‰Û„ Ì‡˜ËÌ...

ÖÎÂÌ‡ äÓÎÂ‚‡-à‚‡ÌÓ‚‡: ÇÒÂ ÔÓ-fl‰ÍÓ ÒÂ˘‡ÏÂ ÏÌÓÊÂÒÚ‚Ó ıÓ‡, ÒÚÛÔ‡ÌË Ì‡ Â‰ÌÓ
ÏflÒÚÓ – Ï‡ÌËÙÂÒÚ‡ˆËË Ë ÓÔ‡¯ÍË. åÂÚÓÚÓ Â Â‰ÌÓ ÓÚ Ï‡ÎÍÓÚÓ ÏÂÒÚ‡, Í˙‰ÂÚÓ ÏÓÊÂ ‰‡
ÒÂ ‰Ó·ËÂ ÔÂ‰ÒÚ‡‚‡ Á‡ Ó·‡Á‡ Ì‡ Ú˙ÎÔ‡Ú‡ ‚ Ì‡¯ÂÚÓ Ò˙‚ÂÏËÂ. ÇÒÂ ÔÓ‚Â˜Â ˜Ó‚ÂÍ ÒÂ ÓÚ-
˜ÛÊ‰‡‚‡, Ì‡·Îfl„‡ Ì‡ ËÌ‰Ë‚Ë‰Û‡ÎÌÓÚÓ Ë Ò‡ÏÓÒÚÓflÚÂÎÌÓ Ò˙˘ÂÒÚ‚Û‚‡ÌÂ. 

ÑË‡Ì‡ èÓÔÓ‚‡: àÒÍ‡ÚÂ ‰‡ Í‡ÊÂÚÂ, ˜Â ÔË Ï‡ÌËÙÂÒÚ‡ˆËËÚÂ ˜Ó‚ÂÍ˙Ú Â ·ËÎ ÔÓ-Ï‡ÎÍÓ ÓÚ-
˜ÛÊ‰ÂÌ, ÓÚÍÓÎÍÓÚÓ ‚ Ú˙ÎÔ‡Ú‡ ‚ ÏÂÚÓÚÓ?

ñ‚ÂÚÂÎËÌ‡ ÉÓÒÔÓ‰ËÌÓ‚‡: íÓ‚‡ Â ‚ÒÂ Â‰ÌÓ ‰‡ ÒÂ Ô‡‚Ë Ò˙ÔÓÒÚ‡‚Í‡ Ì‡ ‚ÂÏÂÌ‡ Ë ˆÂÌ-
ÌÓÒÚË. ÄÁ Ò˙˘Ó ÌÂ ‚fl‚‡Ï, ˜Â ‚ÒË˜ÍË ıÓ‡, ÍÓËÚÓ Ò‡ ıÓ‰ËÎË Ì‡ Ï‡ÌËÙÂÒÚ‡ˆËË Ì‡‚Â-
ÏÂÚÓ, Ò‡ ·ËÎË ÔËÓ·˘ÂÌË ÓÚ Â‰Ì‡ Ë‰Âfl, ÌÓ ‚ÒÂ Ô‡Í ÒÂ ‚ËÊ‰‡ Ó·˘ ÂÌÚÛÒË‡Á˙Ï. èÂÁ 80-
ÚÂ „Ó‰ËÌË ÔÓ‚Â‰ÂÌËÂÚÓ Ì‡ Ï‡ÌËÙÂÒÚË‡˘ËÚÂ ÒÚ‡‚‡ ÔÓ-ÔË‚Ë˜ÌÓ Ë ÏÂı‡ÌË˜ÌÓ.

ã˙˜ÂÁ‡ ÅÓfl‰ÊËÂ‚: ÄÁ Á‡ 80-ÚÂ ÌflÏ‡Ï ÒÔÓÏÂÌ. å‡ÌËÙÂÒÚ‡ˆËËÚÂ ÓÚ 70-ÚÂ Ò‡ ËÏÂÌÌÓ
ÓÌÁË ÒÎÓÈ Ì‡ ÒÔÓÏÂÌË ÓÚ ÓÙËˆË‡ÎÌÓ „‡‰ÒÍÓ ÊË‚ÂÂÌÂ, ÍÓÈÚÓ ÒÂ ËÁÔÓÎÁ‚‡, Á‡ ‰‡ ÒÂ
‡ÍÚË‚Ë‡ Ô‡ÏÂÚÚ‡ Ì‡ „‡‰ÒÍËfl ÊËÚÂÎ. Ç ÚÓÁË ÍÓÌÚÂÍÒÚ Í‡Í‚Ó ·Ë ·ËÎÓ ÚÓ‚‡, ÍÓÂÚÓ ÚÓ„‡-
‚‡ ‡Á˜ÛÔ‚‡¯Â ÌÂ˘‡Ú‡? íÓ‚‡ ÒÂ ÒÎÛ˜‚‡¯Â ‚ Ì‡˜‡ÎÓÚÓ ËÎË ‚ Í‡fl Ì‡ Ï‡ÌËÙÂÒÚ‡ˆËflÚ‡
– fl‚fl‚‡ ÒÂ ÊÛÌ‡ÎËÒÚ, ÍÓÈÚÓ Ú˙ÒË ËÌ‰Ë‚Ë‰Û‡ÎÌË Â‡ÍˆËË ‚ ·ÎËÁ˙Í ÔÎ‡Ì. ç‡ Ò‡ÏËfl
ÔÎÓ˘‡‰ Ó·‡˜Â Í‡ÏÂËÚÂ ‰˙Ê‡Ú Ò‡ÏÓ Ó·˘Ëfl ÔÎ‡Ì – „ÎÂ‰‡ ÒÂ ÚÓÚ‡ÎÌÓÚÓ ÁÂÎË˘Â. ÄÁ
ËÒÍ‡ı ‰‡ ‚Ë ÔÓÔËÚ‡Ï, ‰‡ÎË ‚ ÍÓÌÚÂÍÒÚ‡ Ì‡ ‚‡¯ÂÚÓ ‰ÂÈÒÚ‚ËÂ ıÓ‡Ú‡, ÍÓËÚÓ „Ó ‰ÓÍÛÏÂÌ-
ÚË‡Ú, ÒÂ ˜Û‚ÒÚ‚‡Ú Û˜‡ÒÚÌËˆË ËÎË Ò‡ÏÓ ‰ÓÍÛÏÂÌÚË‡˘Ë. á‡˘ÓÚÓ ÔÓÎÓ‚ËÌ‡Ú‡ Ò‡ ÓÚ ‚‡-
¯‡Ú‡ „ÛÔ‡...

ãËÎËfl è˙‚‡ÌÓ‚‡: ëÔÓÂ‰ ÏÂÌ, ÚÂ Ò‡ ‚ ÓÎflÚ‡ Ë Ì‡ Û˜‡ÒÚÌËˆË, ‡ ÌÂ Ò‡ÏÓ Ì‡ ÂÔÓ-
ÚÂË.
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smiled and waved at us in exactly the way Todor Zhivkov did (the last communist leader in
Bulgaria whose regime collapsed in 1989 – tr.). Some of the young showed us the finger.

Lylia Parvanova: There were all kinds of reactions: from imitating the gesture to making
comments about what was happening. But everybody was anxious in some degree to find
out what was going on. We carried out this project activity twice and the second time some
of the faces were already familiar. A Russian told us “And this – every day, every day”…

Luchezar Boyadjiev: Let’s go back to movement. For me this is very interesting – the
individual is moving inside the metro, you capture a moment of this movement when the
person is neither at work nor at home. What made you choose this particular moment?

Lylia Parvanova: The condition when you don’t really think about what you are doing. In
this situation the individual is not focused and what they do as commuters is mechanical
movements.

Elena Koleva-Ivanova: In such a moment of mechanical movement, which is related to
habit, you have more freedom to give it meaning and to make it a sign.

Luchezar Boyadjiev: The moment or the response? Of the crowd or of the individual in
the crowd?

Tsvetelina Gospodinova: We capture a moment of travel across habit. The person com-
mutes quite calmly and without any anxiety. And when you surprise him or her in such a
moment and provoke a response, then this response is the most spontaneous.

Diana Popova: I still cannot understand the relation between the metro and the commu-
nist party parades from the past. In the latter case the organisational impulse is not only
spatial, it is also infrastructural, as it were. It is ideological. On the other hand – as far as
I understand – you do not aim at placing the multitude in the metro into a parade situa-
tion in a surprising and forceful way in the manner in which the Russian group Radek
treat the crowds crossing the street at the traffic lights. You actually remind the multitude
of people about facts and situations from the past. And every person who is taken by
surprise in the street because of a memory, will respond in some way…

Elena Koleva-Ivanova: We come across a multitude of people at one and the same
place more and more rarely, in parades or queues. The metro is one of the few places
where one can get an idea about the image of the crowd nowadays. The person
becomes more and more alienated and focused on their individual and self-sufficient
existence.

Diana Popova: You mean that in the communist party parades the person was less
alienated than they are in the crowd in the metro?

Tsvetelina Gospodinova: This would be a comparison of periods and values. I agree
with you and I don’t believe  that the people who went to parades in the past were united
under one and the same idea but some common enthusiasm is visible. In the 80s peo-
ple’s behaviour at parades becomes more casual and mechanical.

Luchezar Boyadjiev: I have no recollection of the 80s. The parades in the 70s are pre-
cisely the layer of memories of official city life which is used to activate the memory of the
city inhabitant. In that context what would function as a different perspective? What hap-
pened was that a journalist emerged at the beginning or at the end of the parade to
search for individual responses in close-ups. At the square, however, the cameras offer
only a general view, like a huge totalised background. I wanted to ask you whether in the
context of your action the people who document it experience it as participants or as
reporters. Because half of them are members of your group…

Lylia Parvanova: I think that they act as participants and not only as reporters.
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ã˙˜ÂÁ‡ ÅÓfl‰ÊËÂ‚: ÇËÂ Ò˙‰ËÚÂ Á‡ Ï‡ÌËÙÂÒÚ‡ˆËËÚÂ ‚˙Á ÓÒÌÓ‚‡ Ì‡ ‚ËÁÛ‡ÎÂÌ Ï‡ÚÂË-
‡Î, ‡ ÌÂ Ì‡ ÒÓ·ÒÚ‚ÂÌ ÓÔËÚ. ÇËÁÛ‡ÎÌËflÚ Ï‡ÚÂË‡Î Â ÔÂ‚˙Ì‡Î ÚÓ„‡‚‡¯ÌËÚÂ Ò˙·ËÚËfl ‚
‡ÁÔÓÁÌ‡‚‡ÂÏ ÍÓ‰. Ç ÚÓÁË ÒÏËÒ˙Î ÔÓÁËˆËflÚ‡ Ì‡ ‰ÓÍÛÏÂÌÚË‡˘Ëfl Â ‰‡ ‰ÓÍÛÏÂÌÚË‡
‡ÁÎË˜ÌË ‡ÍˆËË Ì‡ ‰ÓÍÛÏÂÌÚË‡ÌËÚÂ. ÑÓÍÓÎÍÓÚÓ ÒÚ‡‚‡ ‰ÛÏ‡ Á‡ ÇËÁÛ‡ÎÌËfl ÒÂÏËÌ‡,
ÚÓ‚‡, ÍÓÂÚÓ ‚Ë‰Ë ˜Ó‚ÂÍ˙Ú Ò Í‡ÏÂ‡Ú‡ ËÎË ÙÓÚÓ‡Ô‡‡Ú‡, ËÏ‡ ¯‡ÌÒ ‰‡ ‚ÎÂÁÂ ‚ ÍÌË„‡ ËÎË
ËÁÎÓÊ·‡. èÓ‡‰Ë ÚÓ‚‡ ÚÓÈ Â Ì‡È-‚‡ÊÌËflÚ ˜Ó‚ÂÍ – ÚÓÈ ËÁ·Ë‡ ˙„˙Î‡, ‰ÂÚ‡ÈÎËÚÂ Ë Ú.Ì.
éÚÚÛÍ Ë Â‰ËÌ Ï‡Î˙Í ‚˙ÔÓÒ – ‚˙‚ ‚‡¯ËÚÂ ÚÂÍÒÚÓ‚Â ÒÂ ÒÔÓÏÂÌ‡‚‡Ú ÌÂÔÂÍ˙ÒÌ‡ÚÓ 70-ÚÂ
„Ó‰ËÌË. èÓ‰ÓÁË‡Ï, ˜Â ÒÚ‡‚‡ ‰ÛÏ‡ Á‡ ‚ÂÏÂÚÓ, ÍÓ„‡ÚÓ ‚ËÂ ÒÚÂ Ó‰ÂÌË. àÎË Ô˙Í ÚÓ„‡‚‡
Â ·ËÎÓ Ì‡È-flÍÓ ËÁ‡ÁÂÌÓ ÚÓ‚‡, ÍÓÂÚÓ Ú˙ÒËÚÂ?

ñ‚ÂÚÂÎËÌ‡ ÉÓÒÔÓ‰ËÌÓ‚‡: íÓ‚‡ Â ÒÔÓÏÂÌ˙Ú Á‡ Ï‡ÈÍËÚÂ...

ãËÎËfl è˙‚‡ÌÓ‚‡: à Á‡ ·‡˘ËÚÂ. ãË˜ÂÌ Ò‡ÌÚËÏÂÌÚ.

ã˙˜ÂÁ‡ ÅÓfl‰ÊËÂ‚: ë˜ËÚ‡ÚÂ ÎË, ˜Â Â ‚˙ÁÏÓÊÂÌ ‰Û„ ÔÓ‰ıÓ‰ Í˙Ï „‡‰ÒÍ‡Ú‡ Ô‡ÏÂÚ, ÍÓÈ-
ÚÓ Â ËÁ‚˙Ì ˜Ó‚Â¯ÍËfl ÏÓÏÂÌÚ? àÁ‚˙Ì ‚ÂË„‡Ú‡ ·‡˘Ë – Ï‡ÈÍË – ‰Âˆ‡?

ãËÎËfl è˙‚‡ÌÓ‚‡: ëÔÓÂ‰ ÏÂÌ ‚‡ÊÂÌ Â ÎË˜ÌËflÚ ÓÔËÚ. ë‚˙Á‡ÌÓ Â Ò Ë‰ÂÌÚË˜ÌÓÒÚÚ‡
ÏË.

ã˙˜ÂÁ‡ ÅÓfl‰ÊËÂ‚: Ç Ò‚ÓÈ ÚÂÍÒÚ Á‡ „‡‰ÒÍÓÚÓ ÊË‚ÂÂÌÂ à‚‡ÈÎÓ ÑË˜Â‚ ÒÔÓÏÂÌ‡‚‡
Â‰ËÌ Ò˙‚ÒÂÏ ÂÎÂÏÂÌÚ‡ÂÌ ·ÂÈÍ, ÔÒËıÓÎÓ„Ë˜ÂÒÍÓ Ò˙ÒÚÓflÌËÂ – ÒÎÂ‰ Í‡fl Ì‡ ‰ÂÌfl ÒÂ
Í‡˜‚‡ Ì‡ ÍÓÎ‡Ú‡ Ë ·ÂÁ ‰‡ ÒÂ Á‡ÏËÒÎfl ÒË Ú˙„‚‡ Í˙Ï Í˙˘Ë. çÓ ÏÂÊ‰Û‚ÂÏÂÌÌÓ ÒË Â ÒÏÂ-
ÌËÎ ÊËÎË˘ÂÚÓ. Ä ÚÓÈ ‡‚ÚÓÏ‡ÚË˜ÌÓ Ú˙„‚‡ Í˙Ï ÒÚ‡ÓÚÓ. ÇËÂ Ò˙˘Ó ËÁÔÓÎÁ‚‡ÚÂ ‡‚ÚÓÔË-
ÎÓÚËÚÂ. Ç ÍÓÌÚÂÍÒÚ‡ Ì‡ ÇËÁÛ‡ÎÌËfl ÒÂÏËÌ‡ Â ‚‡ÊÌÓ Í‡Í ‡ÍˆËflÚ‡, ÍÓflÚÓ ÔÂ‰ËÁ‚ËÍ‚‡
ÌflÍ‡Í‚Ë Â‡ÍˆËË, ‰‡‚‡ ÂÁÛÎÚ‡Ú. à Í‡Í ÚÓÁË ÂÁÛÎÚ‡Ú ÒÂ Ï‡ÚÂË‡ÎËÁË‡, ÒÚ‡‚‡ ‚ËÁÛ‡-
ÎÂÌ Ò‚Ë‰ÂÚÂÎ Ì‡ Ô‡ÏÂÚÚ‡...

ÖÎÂÌ‡ äÓÎÂ‚‡-à‚‡ÌÓ‚‡: éÒÚ‡‚fl ÒÎÂ‰‡...

ã˙˜ÂÁ‡ ÅÓfl‰ÊËÂ‚: ÑÓË ÔÓ‚Â˜Â, ÓÚÍÓÎÍÓÚÓ ‚ÒflÍ‡Í‚Ó ‰Û„Ó ‰ÂÈÒÚ‚ËÂ.

ÑË‡Ì‡ èÓÔÓ‚‡: á‡˘Ó ‚Ò˙˘ÌÓÒÚ ËÁÔÓÎÁ‚‡ÚÂ ÚÓ˜ÌÓ ¯ÎËÙÂË?

ÖÎÂÌ‡ äÓÎÂ‚‡-à‚‡ÌÓ‚‡: ä‡ÚÓ ÁÌ‡ÍÓ‚Ó Ó·ÎÂÍÎÓ.

ñ‚ÂÚÂÎËÌ‡ ÉÓÒÔÓ‰ËÌÓ‚‡: òÎËÙÂËÚÂ „Ó‚ÓflÚ Á‡ ÒÂ‰ÌÓÒÚ‡ÚËÒÚË˜ÂÒÍËfl ˜Ó‚ÂÍ.

ÖÎÂÌ‡ äÓÎÂ‚‡-à‚‡ÌÓ‚‡: èË ÚÓ‚‡ Ò‡ ÛÌËÒÂÍÒ. à ÌÂ ·Ë‚‡ ‰‡ ÔÓÔÛÒÍ‡ÏÂ „Î‡‚ÌËflÚ ‡Í-
ÒÂÒÓ‡ – Í‡ÒÍÂÚ‡.

ÑË‡Ì‡ èÓÔÓ‚‡: èË ‚‡¯‡Ú‡ ‡ÍˆËfl Á‡·ÂÎflÁ‡ıÚÂ ÎË ‡ÍÒÂÒÓ‡, ı‡‡ÍÚÂÂÌ ËÏÂÌÌÓ Á‡ ÒÂ-
„‡¯ÌÓÚÓ ‚ÂÏÂ – Ò˙ÓÚ‚ÂÚÌÓÚÓ Ì‡ ¯ÎËÙÂ‡ ‰ÌÂ¯ÌÓ ÒÂ‰ÌÓÒÚ‡ÚËÒÚË˜ÂÒÍÓ Ó·ÎÂÍÎÓ?

ÖÎÂÌ‡ äÓÎÂ‚‡-à‚‡ÌÓ‚‡: åÓÊÂ ·Ë ‰˙ÌÍËÚÂ.

ãËÎËfl è˙‚‡ÌÓ‚‡: ëÔÓÂ‰ ÏÂÌ ÌÂ. òÎËÙÂ˙Ú Â ˜‡ÒÚ ÓÚ ÌflÍ‡Í‚‡ Ë‰ÂÓÎÓ„Ëfl.

ã˙˜ÂÁ‡ ÅÓfl‰ÊËÂ‚: êÂ„ËÒÚ˙˙Ú ÓÚ Ó·ÎÂÍÎ‡ ·Â¯Â ÒËÎÌÓ Ó„‡ÌË˜ÂÌ ÚÓ„‡‚‡. çÓ ÚÓ˜ÌÓ
Á‡ÚÓ‚‡ ÔÂÁ 70-ÚÂ ‰˙ÌÍËÚÂ ·flı‡ ÌÂ˘Ó, ÍÓÂÚÓ ËÁÎËÁ‡¯Â ÓÚ ÌÓÏ‡ÎÌÓÚÓ. íÓ„‡‚‡ ÚÂ ·flı‡
Ë‰ÂÓÎÓ„Ë˜ÂÒÍ‡ ‰Ë‚ÂÒËfl. çÓ ÏÌÓ„Ó ÏË Â ‚‡ÊÌÓ ‰‡ ÔÓÔËÚ‡Ï Á‡ ÎÓÁÛÌ„ËÚÂ. ëÚ‡Ì‡ ‰ÛÏ‡
Á‡ ÚÓ‚‡, ˜Â ‚ Â‰ÌÓ ÌÓ‚Ó ÏflÒÚÓ ÒÂ ÔÓ‚ÓÍË‡Ú ıÓ‡ Ò ÌÂ˘‡ ÓÚ ÒÚ‡Ó ‚ÂÏÂ, ˜Â ˆÂÎÚ‡ Â
‰‡ ÒÂ ÔÂ‰ËÁ‚ËÍ‡Ú ÒÔÓÏÂÌË. àÁÔÓÎÁ‚‡ÚÂ ‰ÛÏËÚÂ ◊èÓÏÓˆËfl“ Ë ◊ê‡ÁÔÓ‰‡Ê·‡“, ÍÓËÚÓ
ÒÂ ÔÓfl‚Ëı‡ ÒÎÂ‰ ÚÓ‚‡, ‚ ÌÓ‚Ë Ú˙„Ó‚ÒÍË ÍÓÌÚÂÍÒÚË. ÇËÂ ÍÓÌÙÓÌÚË‡ıÚÂ Ò ÚÂÁË ÁÌ‡ˆË
Ô‡Í ıÓ‡Ú‡ ÓÚ ÏÂÚÓÚÓ, ËÎË „Ó Ì‡Ô‡‚ËıÚÂ Ì‡ ‰Û„Ó ÏflÒÚÓ, ÍÓÂÚÓ Ë‰ÂÌÚËÙËˆË‡ÚÂ Ò
ÌÂ˘Ó ÒÚ‡Ó?

ÖÎÂÌ‡ äÓÎÂ‚‡-à‚‡ÌÓ‚‡: çËÂ „Ó Ì‡Ô‡‚ËıÏÂ Ô‡Í ‚ ÏÂÚÓÚÓ – ‚ ÓÔËÚ ‰‡ Ì‡ÒÎÓÊËÏ ÌÓ‚Ë
Á‡ÏÂÒÚËÚÂÎË Ì‡‰ ÒÚ‡Ëfl ÏÓ‰ÂÎ. ä‡ÍÚÓ Ô‡‚ËÏ Ò˙Ò Ò‡ÏÓÚÓ ÏÂÚÓ: ÚÓ Â ÌÓ‚ Á‡ÏÂÒÚËÚÂÎ
Ì‡ ÒÚ‡Ëfl ÏÓ‰ÂÎ – Ï‡ÌËÙÂÒÚ‡ˆËflÚ‡. á‡ÏÂÌflÏÂ ÎÓÁÛÌ„ËÚÂ ◊ÇÂ˜Ì‡ ‰ÛÊ·‡“ Ë ◊Ñ‡ ÊË‚ÂÂ
ëëëê“ Ò ÌÂ˘Ó, ÍÓÂÚÓ Â ı‡‡ÍÚÂÌÓ Á‡ Ì‡¯ÂÚÓ ‚ÂÏÂ.
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Luchezar Boyadjiev: Your judgement is shaped by visual material and not by personal
experience. The visual material has turned the past events into a recognisable code. In
this sense the position of the reporter is to report the activities of those who are included
in the report. In so far as the Visual Seminar is concerned, it is possible that what the per-
son with the camera sees will be included in a book or exhibtion. This is why he or she is
the most important individual – they choose the angle, the detials, etc. I have a little ques-
tion since in your texts the 70s keep cropping up. I suspect that this is the time when you
were born. Or perhaps this is the period in which you can find the most vivid expression of
what you are searching for?

Tsvetelina Gospodinova: This is the memory about the mothers…

Lylia Parvanova: And about the fathers. It is a personal sentiment.

Luchezar Boyadjiev: Do you think that another approach to city memory is possible? I
mean outside the chain fathers – mothers – children?

Lylia Parvanova: I think that the important thing is personal experience. It is related to my
identity.

Luchezar Boyadjiev: In a text on city life Ivaylo Ditchev refers to a very elementary break,
a psychological state – after the working day he gets in his car and, without thinking, sets
off home. He has recently moved house but he sets off, mechanically, towards his former
address. You use mechanical actions as well. In the context of the Visual Seminar, it is
important how the activity, which is carried out, causes responses, brings about a result,
how this result becomes material, a visual witness of memory…

Elena Koleva-Ivanova: How it leaves a trace…

Luchezar Boyadjiev: Even more so than any other action.

Diana Popova: Why is it that you use mackintoshes?

Elena Koleva-Ivanova: As a code of dressing.

Tsvetelina Gospodinova: The mackintosh refers to the average person.

Elena Koleva-Ivanova: And they are unisex. We should not leave out the main 
accessory – the cap.

Diana Popova: During the project activity did you notice an accessory which is character-
istic of the present i.e. the contemporary average garment that corresponds to the mack-
intosh?

Elena Koleva-Ivanova: Probably the jeans.

Lylia Parvanova: I don’t think there is such a garment. The mackintosh is a part of an
ideology.

Luchezar Boyadjiev: The dress code was limited and strictly regulated in those days.
This is why in the 70s the jeans were something that was out of the ordinary. They were
considered to be signs of ideological sabotage. It is very important for me to ask you
about the slogans. We mentioned triggering memories as the aim of provoking people
with things from past times. You use the word “Sale”, which emerged afterwards (after the
collapse of communism in 1989 – tr.) in new commercial contexts. Did you confront again
people in the metro with these signs or did you do it in a different place, which you identi-
fied with something old?

Elena Koleva-Ivanova: We did it in the metro again, as an attempt to superimpose new
substitutes onto the old model – the communist party parade. This is what we do with the
metro itelf – it is a new substitute for the old model – the parade. We replace the slogans
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ÖÎÂÌ‡ äÓÎÂ‚‡-à‚‡ÌÓ‚‡: á‡ Ì‡Ò ·Â¯Â ËÌÚÂÂÒÌ‡ Â‡ÍˆËflÚ‡ Ì‡ ıÓ‡Ú‡, ÓÚÍË‚‡˘Ë ÒÂ-
„‡¯ÌÓÚÓ Ë ÏËÌ‡ÎÓÚÓ. àÏ‡¯Â ÊÂÌË Ì‡ ÒÂ‰Ì‡ ‚˙Á‡ÒÚ Ë ÔÓ-‚˙Á‡ÒÚÌË, Á‡ËÌÚË„Û‚‡ÌË Ë
Ú˙ÒÂ˘Ë Í˙‰Â Â ‡ÁÔÓ‰‡Ê·‡Ú‡ Ë Í‡Í‚‡ Â ÔÓÏÓˆËflÚ‡. á‡ ÏÂÌ ·Â¯Â Î˛·ÓÔËÚÌ‡ Ú‡ÁË
ÚÂ‚ÓÊÌÓÒÚ.

ã˙˜ÂÁ‡ ÅÓfl‰ÊËÂ‚: Ç ÍÓÌÚÂÍÒÚ‡ Ì‡ ‡ÍˆËflÚ‡ Í‡Í ÒÚ‡‚‡¯Â ÚÓ‚‡ – ÔÓÒÎÂ‰Ó‚‡ÚÂÎÌÓ ËÎË
Â‰ÌÓ‚ÂÏÂÌÌÓ? ëÔË‡ ‚Î‡Í ‚ ÏÂÚÓÚÓ, Ô˙ÚÌËˆËÚÂ Ò‡ ÔÓÒÂ˘Ì‡ÚË Ò ◊ÑÓ·Â ‰Ó¯ÎË“,
Ë‰‚‡ ÌÓ‚ ‚Î‡Í – ÔÓÒÂ˘‡ÚÂ „Ë Ò ◊ê‡ÁÔÓ‰‡Ê·‡“ Ë...

ÖÎÂÌ‡ äÓÎÂ‚‡-à‚‡ÌÓ‚‡: Ñ‡, ÚÓ˜ÌÓ Ú‡Í‡.

ã˙˜ÂÁ‡ ÅÓfl‰ÊËÂ‚: åÓÊÂ ·Ë ‡Á ÏËÒÎfl ‰ÓÒÚ‡ ÒËÏÂÚË˜ÌÓ Ë ÏË ÒÂ ÒÚÛ‚‡, ˜Â ÚÂÁË Ì‡‰-
ÔËÒË ÏÓ„‡Ú ‰‡ ÒÂ ÒÎÓÊ‡Ú Ì‡ ÏflÒÚÓÚÓ Ì‡ Ï‡‚ÁÓÎÂfl. Ä ÏËÒÎËÎË ÎË ÒÚÂ Á‡ ‡‚ÚÓ·ÛÒ ËÎË
Ú‡Ï‚‡È? 

ÖÎÂÌ‡ äÓÎÂ‚‡-à‚‡ÌÓ‚‡: é·Ò˙Ê‰‡ıÏÂ ‚‡Ë‡ÌÚ ‰‡ Ì‡Ô‡‚ËÏ ‡ÍˆËfl ‚ ‡‚ÚÓ·ÛÒ 111 ÓÚ
ã˛ÎËÌ ‰Ó åÎ‡‰ÓÒÚ – ÊÂÌË Ò ¯ÎËÙÂË Ë Ò ÔÓ‚Â‰ÂÌËÂ, ı‡‡ÍÚÂÌÓ Á‡ Ó·‡ÁË ÓÚ 70-ÚÂ „Ó-
‰ËÌË, Ë Á‚ÛÍ ÓÚ Ï‡ÌËÙÂÒÚ‡ˆËË. çÓ ‚ Í‡ÈÌ‡ ÒÏÂÚÍ‡ „Ó ËÁÓÒÚ‡‚ËıÏÂ.

ñ‚ÂÚÂÎËÌ‡ ÉÓÒÔÓ‰ËÌÓ‚‡: àÏ‡ıÏÂ ÌÛÊ‰‡ ÓÚ ‰‚ËÊÂÌËÂ.

ãËÎËfl è˙‚‡ÌÓ‚‡: çÂ ËÒÍ‡ıÏÂ ‰‡ Ì‡Ô‡‚ËÏ ÒˆÂÌ‡, ÍÓflÚÓ ıÓ‡Ú‡ ˘Â ‡ÁÔÓÁÌ‡flÚ Ë
˘Â ÒÂ ˜Û‚ÒÚ‚‡Ú ÒÔÓÍÓÈÌË. èÓ-‚‡ÊÌÓ ·Â¯Â ‰‡ ÓÒÚ‡ÌÂ ÚÂ‚ÓÊÌÓÒÚÚ‡ ÓÚ ÚÓ‚‡, Í‡Í‚Ó ÒÂ
ÒÎÛ˜‚‡.

ã˙˜ÂÁ‡ ÅÓfl‰ÊËÂ‚: Ç ÔÂ‰ÒÚ‡‚flÌÂÚÓ Ì‡ „ÛÔ‡ X-tendo ÔË¯ÂÚÂ ◊ê‡·ÓÚËÏ Á‡ ˜Ó‚Â-
Í‡...“. Ç Ò˙ÁÌ‡ÌËÂÚÓ Ì‡ ıÓ‡Ú‡ ÓÚ ÏÓÂÚÓ ÔÓÍÓÎÂÌËÂ ÚÓ‚‡ ‚Â‰Ì‡„‡ ÔÂ‰ËÁ‚ËÍ‚‡ ÌÂ˘‡
ÓÚ ÏËÌ‡ÎÓÚÓ Ë ÚÓ ‚ Ì‡È-ÍÎË¯Ë‡Ì ‚Ë‰. ÇËÂ ÏÓÊÂ ·Ë ËÏ‡ÚÂ ÔÂ‰‚Ë‰ ◊‚˙ıÛ ˜Ó‚ÂÍ‡“,
ËÎË ÏÓÊÂ ·Ë ËÏ‡ÚÂ ÔÂ‰‚Ë‰ Í‡ÈÌËfl ‡‰ÂÒ‡Ú? à ‚ÚÓË Ô˙Ú ÚÓ‚‡ Â ˜Ó‚ÂÍ˙Ú, ÍÓÈÚÓ ˘Â
‰ÓÈ‰Â ‚ ËÁÎÓÊ·‡Ú‡ Ë ˘Â ‚Ë‰Ë ‚‡¯ËÚÂ ÂÁÛÎÚ‡ÚË. ä‡Í ‚ËÊ‰‡ÚÂ ◊ÔÓÎÁ‡Ú‡“, ÔÓÁËÚË‚ÌËfl
ÂÁÛÎÚ‡Ú Á‡ ÔÛ·ÎËÍ‡Ú‡ ÓÚ Ú‡Í˙‚ ‚Ë‰ ‡ÍˆËfl Ë ÌÂÈÌËÚÂ ‚ËÁÛ‡ÎËÁ‡ˆËË? èÓÌÂÊÂ Ë ‡Á Ò˙Ï
·ËÎ ‚˙‚ ‚‡¯‡Ú‡ ÔÓÁËˆËfl Ì‡ ÒÚËÔÂÌ‰Ë‡ÌÚ, ÔÓÎÛ˜Ëı ÌflÍ‡Í˙‚ ‚Ë‰ ÍËÚËÍ‡ ‚ Ú‡ÁË ÔÓÒÓ-
Í‡. éÚ Â‰Ì‡ ÒÚ‡Ì‡, ÓÏËÚÂ ÓÚ ◊ÅË„‡‰‡Ú‡ Ì‡ ëÚÂÙ‡Ì Ë ÌÂ„Ó‚ËÚÂ ÁÂÚ¸Ó‚Â“ ÒÂ fl‚fl‚‡Ú
ÍÓÂÍˆËfl Ì‡ ÂÍÎ‡ÏÌ‡Ú‡ ÒÂ‰‡, ‡ ÓÚ ‰Û„‡ ÒÚ‡Ì‡, ‚ ÂÍÎ‡ÏÌ‡Ú‡ ÒÂ‰‡ ÒÂ ÔÓfl‚Ëı‡
ÎËˆ‡, ÍÓËÚÓ ËÌ‡˜Â „Ë ÌflÏ‡, ÚÂ Ò‡ Á‡·‡ÌÂÌË. àÏÂÌÌÓ ‚ ÚÓ‚‡ ‚Ë‰flı ÔÓÎÁ‡Ú‡ – ‚ ÔÓfl‚‡-
Ú‡ Ì‡ ÚÂÁË ÎËˆ‡. à ‰ÓÒÂ„‡ ÌÂ ÁÌ‡Ï ‰‡ÎË ÚÓ‚‡ ÒÂ ÔË‚ËÊ‰‡ Í‡ÚÓ ‰Ó·Ó ËÎË ÎÓ¯Ó. çÓ
Á‡ Â‰ËÌ ÏÓÏÂÌÚ ÌÂ˘Ó ÌÓ‚Ó ÒÂ ÔÓÎÛ˜Ë. í‡ ÓÔËÚ‚‡Ï ÒÂ ‰‡ ÔÓÔËÚ‡Ï: Í‡Í‚Ë Ò‡ Ó˜‡Í‚‡ÌË-
flÚ‡, ÒÎÂ‰ Í‡ÚÓ ÒÂ ‡ÍÚË‚Ë‡Ú ıÓ‡Ú‡ Ë ÚÂıÌËfl ÒÔÓÏÂÌ Á‡ ÊË‚ÂÂÌÂÚÓ ‚ „‡‰‡? ä‡Í ‚ËÊ-
‰‡ÚÂ ÂÁÛÎÚ‡Ú‡ ÓÚ ÚÓ‚‡ ‡ÍÚË‚Ë‡ÌÂ? Ñ‡ÎË ‡·ÓÚ‡Ú‡ ‚˙ıÛ ÚÓÁË ÔÓÂÍÚ Â Ò‡ÏÓ ‚ ‡Ï-
ÍËÚÂ Ì‡ ÇËÁÛ‡ÎÌËfl ÒÂÏËÌ‡ ËÎË ËÏ‡ÚÂ ÔÓ-‰˙Î„‡ ÒÚ‡ÚÂ„Ëfl ‚ ÚÓ‚‡, ÍÓÂÚÓ Ô‡‚ËÚÂ?

ÖÎÂÌ‡ äÓÎÂ‚‡-à‚‡ÌÓ‚‡: ë ◊ê‡·ÓÚËÏ Á‡ ˜Ó‚ÂÍ‡...“ „Ó‚ÓËÏ ËÁÓ·˘Ó Á‡ ‡·ÓÚ‡Ú‡ Ì‡
„ÛÔ‡Ú‡. à ‚ ÔÓ-Ó·˘ ÔÎ‡Ì ÚÓ‚‡ Â ÔÓÒÓÍ‡, ÍÓflÚÓ ÒÏÂ ÒË Á‡‰‡ÎË ÌÂ Ò‡ÏÓ Á‡ ÚÓÁË ÔÓ-
ÂÍÚ. çËÂ Ú˙ÒËÏ Ë ËÁÒÎÂ‰‚‡ÏÂ ÔÓ‚Â‰ÂÌËÂÚÓ Ì‡ ˜Ó‚ÂÍ‡ ‚ „‡‰‡ ‚ ÊÂÎ‡ÌËÂÚÓ ÒË ˜ÂÁ
ÔÓÍ‡Á‚‡ÌÂÚÓ ÏÛ ‰‡ ÔÓ‚ÓÍË‡ÏÂ Â‰ËÌ ‚Ë‰ ÓÒ˙ÁÌ‡‚‡ÌÂ, ÒÂ·ÂÂÙÎÂÍÒËfl, ÓÚÍË‚‡ÌÂ
Ì‡ ÒÂ·Â ÒË, ËÁ·fl„‚‡ÌÂ ÓÚ ‡‚ÚÓÏ‡ÚË˜ÌÓÒÚÚ‡ Ë Ì‡‚ËÍ‡. à Â‰ËÌ ‚Ë‰, ÍÓÎÍÓÚÓ Ë ·‡Ì‡ÎÌÓ
‰‡ Á‚Û˜Ë, ‰‡ ·˙‰ÂÏ ÍÂ‡ÚË‚ÌË ‚ ÂÊÂ‰ÌÂ‚ËÂÚÓ, ‰ÓË Ë ‚ Ì‡È-Ï‡ÎÍÓÚÓ, Ò ÍÓÂÚÓ ÒÏÂ
Ò‚ËÍÌ‡ÎË.

ã˙˜ÂÁ‡ ÅÓfl‰ÊËÂ‚: Ñ‡, ÚÓ‚‡ Â flÒÌÓ. çËÂ ÒÚÓËÏ „ÓÂ-‰ÓÎÛ Ì‡ Â‰Ì‡ Ë Ò˙˘‡ ÔÎ‡ÚÙÓ-
Ï‡ – Ò ‡ÁÎË˜ÌË ÒÚ‡ÚÂ„ËË, ÍÓÌÚÂÍÒÚË Ë ÔÓ˜ËÂ. çÓ ‡Á ËÒÍ‡Ï ‰‡ ‚Ë Á‡‰‡Ï ‚˙ÔÓÒ, ÍÓÈ-
ÚÓ Ò‡ Á‡‰‡‚‡ÎË Ë Ì‡ ÏÂÌ, ‡ Ë Ì‡ ˆÂÎËfl ÇËÁÛ‡ÎÂÌ ÒÂÏËÌ‡: Í‡Í‚Ó ÌË ‰‡‚‡ Ô‡‚Ó ‰‡ ÏËÒ-
ÎËÏ, ˜Â ıÓ‡Ú‡ ÌÂ ÒÂ ˜Û‚ÒÚ‚‡Ú ÍÓÏÙÓÚÌÓ, ÍÓÈ ÌË Â ÛÔ˙ÎÌÓÏÓ˘ËÎ ‰‡ Í‡‡ÏÂ ıÓ‡Ú‡ ‰‡
ÒÂ Ò‡ÏÓÓÒ˙ÁÌ‡‚‡Ú?

ãËÎËfl è˙‚‡ÌÓ‚‡: ÄÁ ÒË ‰‡‚‡Ï Ô‡‚Ó. íÓ‚‡ Ò˙Ò ÒË„ÛÌÓÒÚ Â Â‡ÍˆËfl Ì‡ ÒÓ·ÒÚ‚ÂÌÓÚÓ
ÏË ÊË‚ÂÂÌÂ ÚÛÍ.
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“Eternal comradeship” and “Long live the USSR” with something that is characteristic of
our time.

Elena Koleva-Ivanova: What was interesting for us was the response of the people who
were discovering the present and the past. There were middle-aged women who were
curious about the sale and who were actually trying to find it. For me this kind of anxiety
was more interesting.

Luchezar Boyadjiev: How did this happen in the context of the activity – consecutively or
simultaneously? A train stops, the commuters are greeted with “Welcome” and then
another train stops and the next group of commuters are met with “Sale” and…

Elena Koleva-Ivanova: Yes, that’s right.

Luchezar Boyadjiev: Perhaps my thinking is quite symmetrical and it seems to me that
these words could be placed where the Mausoleum (of Bulgarian communist leader
Georgi Dimitrov – tr.) used to be. Have you thought about a bus or a tram?

Elena Koleva-Ivanova: We discussed the possibility to carry out one of the project activi-
ties in the 111 bus – a route that conects the Lyulin and Mladost housing estates – where
women with mackintoshes and behaviour typical of the 70s are a common sight, and with
the sounds from a communist party parade. But in the end we abandoned the idea.

Tsvetelina Gospodinova: We needed movement.

Lylia Parvanova: We didn’t want a setting which people would recognise and would feel
comfortable in. It was more important to keep the anxiety brought about by what was
happening.

Luchezar Boyadjiev: In the mission statement that presents X-tendo you write 
“We work for the individual”. In the minds of people from my generation this 
immediately connects with things from the past, with the most stable of cliches, in fact.
Perhaps you mean “on the individual” or do you mean the ultimate addressee? And,
secondly, there is also the individual who will come to the exhibition and who will see
your results. How do you see the ‘benefit’ for the audience, the positive outcome of this
kind of project activity and its different visualisations? Since I have been in your position
of a Visual Seminar fellow, I have been criticised in various ways in that regard. One
thing is that the Romanies from “Stefan’s Brigade” are a sort of correction of the adver-
tising environment, but apart from that, visible in this environment were faces that are
not normally allowed in it. I saw the benefit precisely in the appearance of these faces.
And I still do not know if this is perceived as good or as bad. But for a moment some-
thing new emerged. So what I am trying to ask is what are the expectations after the
activation of the people and the memory of living in the city that they have? How do 
you see the result of this activation? Is the work on this project restricted to the 
Visual Seminar only or do you have a broader conceptual framework or strategy for
what you do?

Elena Koleva-Ivanova: By “We work for the individual” we mean the work in our group,
in X-tendo. More generally speaking, this is a direction we would like to follow not only
with this project. We are searching for human behaviour in the city and we are studying
it because by means of exposing this behaviour we want to provoke a kind of self-aware-
ness, self-reflection, self-discovery, an avoidance of habits and automatism. In a sense,
however trite this might sound, we want to be creative in everyday life that we are used to,
even in the tiniest details.

Luchezar Boyadjiev: Yes, this is clear. We are more or less on the same plane though
our strategies, contexts, etc. differ. But I would like to ask a question that I have been
asked and it refers to the whole Visual Seminar: Who gives us the right to think that peo-
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ÖÎÂÌ‡ äÓÎÂ‚‡-à‚‡ÌÓ‚‡: çËÂ ÌÂ ËÁıÓÊ‰‡ÏÂ ÓÚ ÔÓÁËˆËflÚ‡, ˜Â ÏÓÊÂÏ ‰‡ ‰‡‰ÂÏ ÌflÍ‡-
Í˙‚ ÏÓ‰ÂÎ.

ñ‚ÂÚÂÎËÌ‡ ÉÓÒÔÓ‰ËÌÓ‚‡: íÓ‚‡ Â ‡‚ÚÓÍÓÏÂÌÚ‡. ÄÍÓ ÌflÍÓÈ ÓÚÍËÂ ‚ ÏÓflÚ‡ ‡·ÓÚ‡
ÌÂ˘Ó, ÍÓÂÚÓ „Ó Í‡‡ ‰‡ ÒÂ Ò‡ÏÓÔÓ‚ÓÍË‡, ‰Ó·Â. çÓ ‡Á ÌÂ ÏËÒÎfl, ˜Â ËÏ‡Ï Ô‡‚Ó ‰‡
ÔÓÛ˜‡‚‡Ï ıÓ‡Ú‡.

ãËÎËfl è˙‚‡ÌÓ‚‡: çËÂ ‰ÂÈÒÚ‚‡ÏÂ ÏÌÓ„Ó ‰ÂÎËÍ‡ÚÌÓ, ÌÂ ÒÏÂ Á‡ÔÎ‡¯ËÚÂÎÌË ‚ ÚÓ‚‡, ÍÓ-
ÂÚÓ Ô‡‚ËÏ. çÓ ÚÓ Â Ì‡ËÒÚËÌ‡ ‚ ÒÓ·ÒÚ‚ÂÌÓÚÓ ÒË ÊË‚ÂÂÌÂ ‰‡ ËÒÍ‡¯ ‰‡ ÔÓÏÂÌË¯ ÌÂ˘Ó.
çflÏ‡Ï ÔÎ‡Ì, ÍÓÈÚÓ ‰‡ ·˙‰Â Ì‡ÎÓÊÂÌ Ì‡ ÓÒÚ‡Ì‡ÎËÚÂ. íÓ‚‡ Â ÒÔÓ‰ÂÎflÌÂ ÔÓ-ÒÍÓÓ.

ã˙˜ÂÁ‡ ÅÓfl‰ÊËÂ‚: Ç ‰ÓÒÂ„‡¯Ì‡Ú‡ ‡·ÓÚ‡ Í‡Í‚Ë ‰Û„Ë ÔÓÂÍÚË ËÏ‡ÚÂ ‚ Ú‡ÁË ÔÓÒÓÍ‡?

ãËÎËfl è˙‚‡ÌÓ‚‡: çËÂ ËÏ‡ÏÂ ÚÂ‡Ú‡ÎÌÓ Ó·‡ÁÓ‚‡ÌËÂ. è˙‚ËÚÂ ÌË ÓÔËÚË Ò‡ ·ËÎË Ì‡
ÌË‚Ó Ú˙ÒÂÌÂ Ì‡ ËÁ‡ÁÌË ÒÂ‰ÒÚ‚‡ Ë ÔÂ‰ÒÚ‡‚flÌÂÚÓ Ì‡ ‡·ÓÚ‡Ú‡ ÌË ‚ „‡‰‡.

ñ‚ÂÚÂÎËÌ‡ ÉÓÒÔÓ‰ËÌÓ‚‡: ÄÍÓ ÌflÏ‡ ‰‡Ï‡ÚÛ„Ëfl, ÒË fl Ò˙Á‰‡‚‡ÏÂ Ò‡ÏË. àÏ‡ıÏÂ ÓÔË-
ÚË Ì‡ ÛÎËˆ‡Ú‡ Ë ÔÂ‰Ë ÇËÁÛ‡ÎÌËfl ÒÂÏËÌ‡. Ñ‡Ï‡ÚÛ„ËflÚ‡ ÌÂ Â Á‡‰˙ÎÊËÚÂÎÌÓ ÔËÒ‡Ì
ÚÂÍÒÚ, ‡ Â ‰‡Ï‡ÚÛ„Ëfl Ì‡ ÔÓ‚Â‰ÂÌËÂ...

ÖÎÂÌ‡ äÓÎÂ‚‡-à‚‡ÌÓ‚‡: ...ÏflÒÚÓ, Ì‡ ‚Á‡ËÏÓÓÚÌÓ¯ÂÌËfl. ç‡ÔËÏÂ ‚ ÚÂ‡Ú‡ÎÌÓ-ÒËÚÛ‡-
ˆËÓÌÂÌ Ô˙ÙÓÏ‡ÌÒ ◊í‡ËÚË“ ‡·ÓÚËÏ Ò ‰‡Ï‡ÚÛ„ËflÚ‡ Ì‡ ÚËÔÓÎÓ„Ë˜ÌË Á‡ „‡‰ÒÍ‡Ú‡
ÒÂ‰‡, ÓÚ „ÎÂ‰Ì‡ ÚÓ˜Í‡ Ì‡ ÙÛÌÍˆËflÚ‡, ÏÂÒÚ‡. ä‡ÚÓ åflÒÚÓ Á‡ ÒÂ˘‡, åflÒÚÓ Á‡ ÔÂÏËÌ‡-
‚‡ÌÂ, åflÒÚÓ Á‡ ÓÚ‰Ëı. ÇËÁË‡ÏÂ ı‡‡ÍÚÂÌÓÚÓ ÔÓ‚Â‰ÂÌËÂ Ì‡ ÏÂÒÚ‡Ú‡.

ãËÎËfl è˙‚‡ÌÓ‚‡: éÔËÚ‚‡ıÏÂ ‰‡ ‚ÌÂÒÂÏ ‰Û„Ó ÂÒÚÂÚË˜ÂÒÍÓ ÔÓÒÚ‡ÌÒÚ‚Ó, Í‡ÚÓ ÒÂ Ì‡-
ÏÂÒ‚‡ÏÂ ‚ ÂÊÂ‰ÌÂ‚ËÂÚÓ. àÏ‡¯Â Â‡ÍˆËfl – Ò˙ÔÓÚË‚‡ Í˙Ï ÚÓ‚‡, ÍÓÂÚÓ Ô‡‚ËÏ.

ã˙˜ÂÁ‡ ÅÓfl‰ÊËÂ‚: éÚÍ˙‰Â Ë‰‚‡¯Â Ò˙ÔÓÚË‚‡Ú‡?

ãËÎËfl è˙‚‡ÌÓ‚‡: ïÓ‡Ú‡ ÌÂ Ò‡ Ò‚ËÍÌ‡ÎË ‰‡ ÒÂ˘‡Ú ËÁÍÛÒÚ‚Ó Ì‡ ÛÎËˆ‡Ú‡. íÂ Ò˜ËÚ‡Ú,
˜Â Á‡ ËÁÍÛÒÚ‚ÓÚÓ ËÏ‡ ÓÔÂ‰ÂÎÂÌË ÏÂÒÚ‡ Ë ËÁÎËÁ‡ÌÂÚÓ ÏÛ ËÁ‚˙Ì Úflı ÒÂ Ò˜ËÚ‡ Á‡ Ì‡Û-
¯ÂÌËÂ Ì‡ Á‡ÍÓÌ‡.

ñ‚ÂÚÂÎËÌ‡ ÉÓÒÔÓ‰ËÌÓ‚‡: ÄÁ ‚Ò˙˘ÌÓÒÚ ÌÂ ÏËÒÎfl, ˜Â Ô‡‚ËÏ ËÁÍÛÒÚ‚Ó!

ÖÎÂÌ‡ äÓÎÂ‚‡-à‚‡ÌÓ‚‡: á‡ ÏÂÌ ÚÓ‚‡ Â Â‡ÍˆËfl Ì‡ ÌflÍ‡Í‚Ë ÒÎÛ˜ÍË, ÏÂÒÚ‡ ËÎË Ò˙·ËÚËfl
Ò˙Ò ÒÂ‰ÒÚ‚‡Ú‡ Ì‡ ËÁÍÛÒÚ‚ÓÚÓ.

ãËÎËfl è˙‚‡ÌÓ‚‡: íÓ ÌÂ Â ÚÓ˜ÌÓ ËÁÍÛÒÚ‚Ó. ÄÍÓ Â, ÚÓ Â ËÁÍÛÒÚ‚Ó Ì‡ ÏÂ‰Ë‡ˆËflÚ‡.

ã˙˜ÂÁ‡ ÅÓfl‰ÊËÂ‚: ëÚÛ‚‡ ÏË ÒÂ, ˜Â ÚÓ‚‡, ÍÓÂÚÓ ‚ËÂ Ô‡‚ËÚÂ, ÚÓ˜ÌÓ ÔÓ‡‰Ë Ù‡ÍÚ‡,
˜Â ÌÂ ÒÂ ÔÓ‰‰‡‚‡ Ì‡ ‰ÂÙËÌËˆËflÚ‡ ◊ÚÂ‡Ú˙“ ËÎË ‰Û„Ó ÍÎ‡ÒË˜ÂÒÍÓ ËÁÍÛÒÚ‚Ó, ÏÓÊÂ ‰‡
‚ÎÂÁÂ ‚ ÚÂÏËÌ‡ ÏÎ‡‰‡ ÍÛÎÚÛ‡. é˘Â Â‰ËÌ ‚˙ÔÓÒ – ÂÚËÏÓÎÓ„ËflÚ‡ Ì‡ ËÏÂÚÓ Ì‡ „ÛÔ‡-
Ú‡ Â Ò‚˙Á‡Ì‡ Ò ÂÍÒÚÂÌˆËfl, ‡Á¯Ëfl‚‡ÌÂ. ä‡Í ·ËıÚÂ ‡ÁÚ˙ÎÍÛ‚‡ÎË ÚÓ‚‡ ËÏÂ? Ç Í‡Í˙‚
ÒÏËÒ˙Î Â: ÔÓ‰˙ÎÊÂÌËÂ ‚ ÊË‚ÓÚ‡ ËÎË ‚ ËÁÍÛÒÚ‚ÓÚÓ?

ÖÎÂÌ‡ äÓÎÂ‚‡-à‚‡ÌÓ‚‡: Ç Ó·˘Ë ÎËÌËË Ë ‰‚ÂÚÂ – Ì‡ ÊË‚ÓÚ‡ ‚ ËÁÍÛÒÚ‚ÓÚÓ Ë Ì‡ ËÁÍÛÒÚ-
‚ÓÚÓ ‚ ÊË‚ÓÚ‡.

ñ‚ÂÚÂÎËÌ‡ ÉÓÒÔÓ‰ËÌÓ‚‡: éÒ‚ÂÌ ÚÓ‚‡ ÒÂ ‡Á¯Ëfl‚‡, Á‡ ‰‡ ÏÓ„‡Ú ‰‡ ‚ÎflÁ‡Ú Ë ‰Û„Ë
˜ÎÂÌÓ‚Â. çÓ Á‡ÒÂ„‡ ÌÂ ÒÂ ÔÓÎÛ˜‡‚‡...

ã˙˜ÂÁ‡ ÅÓfl‰ÊËÂ‚: ÄÍÓ „ÛÔ‡Ú‡ Ó·ÂÏÂ ˆflÎ‡Ú‡ Ó·˘ÌÓÒÚ ÓÚ ıÓ‡, ÍÓËÚÓ ÊË‚ÂflÚ ‚ ëÓ-
ÙËfl, ÒÂ fl‚fl‚‡ Ë‰ÂflÚ‡, ˜Â X-tendo ËÒÍ‡ ‰‡ ·˙‰Â ÎË‰Â.

ãËÎËfl è˙‚‡ÌÓ‚‡: ç‡ ÏÂÌ ÚÓ‚‡ ÏË Â „ÓÎflÏ‡ ÛÚÓÔËfl: ËÁÍÛÒÚ‚ÓÚÓ Ë ÊË‚ÓÚ˙Ú ‰‡ ÌflÏ‡Ú
„‡ÌËˆ‡. ÇÒÂ Â‰ÌÓ Ô‡„˙Ú ‰‡ ÒÂ Í‡˜‚‡, ÌË‚‡Ú‡ ‰‡ ÒÂ Í‡˜‚‡Ú.

ñ‚ÂÚÂÎËÌ‡ ÉÓÒÔÓ‰ËÌÓ‚‡: çÂ, ÌÂ ÒÂ ÔÓÎÛ˜‡‚‡. ÄÁ Ò˙Ï ÔÓ-ÒÔÓÍÓÈÌ‡ Í‡ÚÓ ‡·ÓÚfl Ú‡Í‡,
Á‡ ÒÂ·Â ÒË. ÄÍÓ ÒÎÛ˜‡ÈÌÓ ËÏ‡ ÌflÍ‡Í‚‡ ÔÓÎÁ‡ ÓÚ ÚÓ‚‡, ÍÓÂÚÓ Ô‡‚fl, ÚÓ Úfl ˘Â ÒÂ ÔÓfl‚Ë.
çÂ ‰‡ ÒÚ‡‚‡Ï ÎË‰Â, ‰‡ Á‡‚Î‡‰fl‚‡Ï...
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ple do not feel comfortable as they are, who gives us the right to make them become
self-aware?

Lylia Parvanova: I grant this right to myself. This is certainly a response to my own living
here.

Elena Koleva-Ivanova: We do not presume to offer some kind of a model.

Tsvetelina Gospodinova: This is one’s comment about oneself. If someone finds some-
thing in my work that makes this person provoke themselves, this is fine. But I don’t think
that I have the right to tell people what to do.

Lylia Parvanova: We act in a very delicate way, we are not threatening in what we do. But
to want to change things is part of life, of one’s living it. I don’t have a plan which to
impose on other people. It is more of a sharing.

Luchezar Boyadjiev: In your work what other similar projects have you carried out?

Lylia Parvanova: We have a theatre background. Our initial attempts amounted to search-
ing for expressive means and presenting our work in the city.

Tsvetelina Gospodinova: If the drama is not there, we create it ourselves. We have made
attempts in the streets before the Visual Seminar. Drama is not necessarily about a written
text, it is the drama of behaviour… 

Elena Koleva-Ivanova: …of place, of interaction. For example in the theatrical-situational
performance “Tahiti” we work with the drama of places in the urban environment that are
typological in terms of their function. For example, a Place for meetings, a Place for cross-
ing, a Place for recreation. We have in mind the characteristic behaviour of places.

Lylia Parvanova: We were trying to introduce a different aesthetic space by interfering
with everyday life. There was a response, resistance to what we did.

Luchezar Boyadjiev: Where did this resistance come from?

Lylia Parvanova: People are not used to see art in the street. They think that there are
special places for art and when it goes out of their boundaries it is seen as overstepping
the law.

Tsvetelina Gospodinova: In fact, I don’t think we make art!

Elena Koleva-Ivanova: For me this is a response to stories, places or events using artis-
tic means.

Lylia Parvanova: It is not exactly art, strictly speaking. If it is art, then it is the art of medi-
ation.

Luchezar Boyadjiev: It seems to me that what you do could be seen as belonging to
youth culture because your work does not fit the definition of ‘theatre’ or another classical
art form. And another question – the etymology of the name of the group is related to
extension, to broadening. How would you interpret the name? Is it extension in life or in art?

Elena Koleva-Ivanova: Basically, it goes in both directions – or life in art and of art in life.

Tsvetelina Gospodinova: Besides, it is broadening so that other members can join in.
But this doesn’t work for the time being…

Luchezar Boyadjiev: If the group includes a whole community of people living in Sofia,
the notion could emerge that X-tendo wants to be a leader.

Lylia Parvanova: This seems fairly utopian to me: there is no boundary between art and
life. It’s like the threshold rising, or the levels rising.



64

page 64VS-Book-2-final.qxd /

ãËÎËfl è˙‚‡ÌÓ‚‡: Ñ‡, Ú‡Í‡ Â, ÌÂ ËÒÍ‡¯ ‰‡ ÒÚ‡‚‡¯ ÎË‰Â. é·‡˜Â ËÏ‡ ÒÏËÒ˙Î ‰‡ ÒÚ‡-
‚‡Ú Ú‡ÍË‚‡ ÌÂ˘‡ – ıÓ‡Ú‡ ‰‡ ‚˙‚flÚ, ÌÂ ÚË ‰‡ „Ë ‚Ó‰Ë¯. 

ã˙˜ÂÁ‡ ÅÓfl‰ÊËÂ‚: ä‡Í‚‡ ·Ë ·ËÎ‡ Ë‰Â‡ÎÌ‡Ú‡ ÒÂ‰‡ Á‡ ÔÂ‰ÒÚ‡‚ÎÂÌËflÚ‡ Ì‡ ï-tendo?

ÖÎÂÌ‡ äÓÎÂ‚‡-à‚‡ÌÓ‚‡: çËÂ ÒÂ Á‡‰Ó‚ÓÎfl‚‡ÏÂ Ò Ì‡ÎË˜ÌÓÚÓ. íÓ‚‡ Â Â‰Ì‡ ÓÚ Ë‰ÂËÚÂ Ì‡
„ÛÔ‡Ú‡ – ‰‡ ‡·ÓÚËÏ Ò ÚÓ‚‡, ÍÓÂÚÓ ËÏ‡.

ãËÎËfl è˙‚‡ÌÓ‚‡: á‡ ÏÂÌ Â ÏÌÓ„Ó ‚‡ÊÌÓ ‰‡ ‡·ÓÚË¯ Ì‡ Ë Ò ÏflÒÚÓÚÓ, Í˙‰ÂÚÓ ÊË‚ÂÂ¯.
ëÂ„‡ ÒÂ ‚˙Ì‡ı ÓÚ èÓÚÛ„‡ÎËfl, ÓÚ Â‰ÌÓ ÔËÒÚ‡ÌË˘Â. í‡Ï ÔËÒÚË„‡Ú ÍÓ‡·˜ÂÚ‡, ËÁÎËÁ‡
ÔÓÚÓÍ ÓÚ ıÓ‡ – Í‡ÚÓ Ï‡¯ËÌÍË, Í‡ÚÓ Â‰ËÌ Ë Ò˙˘Ë ̃ Ó‚ÂÍ. çËÂ „Ë ÔÂÒflÍÓıÏÂ, ÏËÌ‡ıÏÂ ÔÂ-
ÔÂÌ‰ËÍÛÎflÌÓ, ÔÓ‚ÓÍ‡ÚË‚ÌÓ, ÌÓ ÚÓ‚‡ ÔÓ ÌËÍ‡Í˙‚ Ì‡˜ËÌ ÌÂ „Ë ÒÏÛÚË. ÄÍÓ ÌÂ ÔÓÁÌ‡‚‡¯
ÏflÒÚÓÚÓ, ÌÂ ÁÌ‡Â¯ Í‡Í‚‡ ÔÓÁËˆËfl Á‡ÂÏ‡¯ ‚ ÌÂ„Ó, ÌÂ ÁÌ‡Â¯ Í‡Í‚Ó ÏÓÊÂ ‰‡ ÒÂ ÒÎÛ˜Ë.

ã˙˜ÂÁ‡ ÅÓfl‰ÊËÂ‚: ÜË‚ÂÂÏ ÚÛÍ ‚ „‡‰‡ – ËÏ‡ ÎË ÌÂ˘Ó, ÍÓÂÚÓ ÌÂ Â ÒÔÓÏÂÌ? äÓ„‡ÚÓ ÒÂ
fl‚Ëı‡ Ô˙‚ËÚÂ ÂÍÎ‡ÏË (ÚÓ„‡‚‡ Ó˘Â ÌflÏ‡¯Â ÚÓÎÍÓ‚‡ ÏÌÓ„Ó ·ËÎ·Ó‰Ó‚Â), Ì‡ Â‰ËÌ „Ó-
ÎflÏ ·ÎÓÍ ‰Ó çÑä ÔË¯Â¯Â ◊ë Åäè Ì‡ÔÂ‰“. èÓÒÎÂ Ú‡Ï ÒÂ fl‚Ë ◊å-ÚÂÎ“. åflÒÚÓÚÓ, ÍÓÂÚÓ
ÔÂ‰Ë ‚Î‡ÒÚÚ‡ Â ËÁÔÓÎÁ‚‡Î‡, ÒÂ„‡ „Ó ËÁÔÓÎÁ‚‡ ‰Û„‡ ‚Î‡ÒÚ. ñflÎÓÚÓ ÏË ÊË‚ÂÂÌÂ ‚ „‡-
‰‡ Â ÒÔÓÏÂÌ...

ÑË‡Ì‡ èÓÔÓ‚‡: ê‡·ÓÚ‡Ú‡ Ì‡ „ÛÔ‡Ú‡ Ò˙˘Ó Â ÌflÍ‡Í˙‚ ÒÔÓÏÂÌ – ‚ÍÎ˛˜ËÚÂÎÌÓ Á‡ ÏflÒÚÓ-
ÚÓ, Í˙‰ÂÚÓ Â Ô‡‚ÂÌ‡. èÓÏÂÌfl ÎË ÒÂ ÌÂ˘Ó ‚ ÌÂfl ÔË ÔÂ‰ÒÚ‡‚flÌÂÚÓ π Ì‡ ‰Û„Ó ÏflÒÚÓ,
‚ ËÁÎÓÊ·‡ Ì‡ÔËÏÂ?

ÖÎÂÌ‡ äÓÎÂ‚‡-à‚‡ÌÓ‚‡: ëÚ‡‚‡ ‚˙ÔÓÒ Á‡ ‡ÁÎË˜ÌË ÔÓ‰ÛÍÚË, Á‡ ‡ÁÎË˜ÌË ÂÁÛÎÚ‡-
ÚË. èÂ‰ÒÚ‡‚flÌÂÚÓ ‚ „‡ÎÂËÈÌÓ ÔÓÒÚ‡ÌÒÚ‚Ó Â ÓÔËÚ ‰‡ ÒÂ Ó·Ó·˘Ë ÚÓ‚‡, ÍÓÂÚÓ ÒÏÂ
Ô‡‚ËÎË.

ãËÎËfl è˙‚‡ÌÓ‚‡: ÄÍÓ ÚÓ‚‡, ÍÓÂÚÓ ˘Â Ì‡Ô‡‚ËÏ ‚ „‡ÎÂËflÚ‡, „Ó ÒÎÓÊËÏ ‚ ÏÂÚÓÚÓ,
ÁÌ‡˜ÂÌËÂÚÓ ÏÛ ‚Â˜Â ˘Â Â ‡·ÒÓÎ˛ÚÌÓ ‡ÁÎË˜ÌÓ.

ÖÎÂÌ‡ äÓÎÂ‚‡-à‚‡ÌÓ‚‡: ôÂ Â ÌÂ˘Ó ÚÂÚÓ.

ÑË‡Ì‡ èÓÔÓ‚‡: Ä ‚ËÂ ÌÂ ÔÎ‡ÌË‡ÚÂ ÎË ‰‡ „Ó ÔÂ‰ÒÚ‡‚flÚÂ ‚ ÏÂÚÓÚÓ?

ÖÎÂÌ‡ äÓÎÂ‚‡-à‚‡ÌÓ‚‡: çÂ, Á‡ÒÂ„‡ ÌÂ.

ÑË‡Ì‡ èÓÔÓ‚‡: á‡˘ÓÚÓ ·Ë ·ËÎÓ ÏÌÓ„Ó ËÌÚÂÂÒÌÓ ÚÓ‚‡ ◊‚˙˘‡ÌÂ Ì‡ ÏÂÒÚÓÔÂÒÚ˙ÔÎÂ-
ÌËÂÚÓ“.

ÖÎÂÌ‡ äÓÎÂ‚‡-à‚‡ÌÓ‚‡: ôÂ ËÏ‡ ‰ÓÒÚ‡ ÌÂ‰Ó‚ÓÎÌË.

ãËÎËfl è˙‚‡ÌÓ‚‡: çÓ Ë ‰ÓÒÚ‡ ‰Ó‚ÓÎÌË – ‰‡ ÒÂ ‚Ë‰flÚ...
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Tsvetelina Gospodinova: No, this doesn’t work. I feel more comfortable when I work just
for myself. If by any chance there is some kind of benefit from it, then this benefit will
appear. I don’t want to become a leader, to conquer…

Lylia Parvanova: Yes, this is true, you don’t want to become a leader. But it is not mean-
ingless to make such things happen – to see people going and not being led by anyone.

Luchezar Boyadjiev: What the ideal milieu for X-tendo’s performance?

Elena Koleva-Ivanova: We make do with what we have. This is one of the group’s ideas,
to work with what we’ve got.

Lylia Parvanova: For me it is really important to work in, and with, the place where one
lives. I’ve just come back from a Portuguese harbour. Boats arrive and a stream of peo-
ple get off – like little machines, like one and the same person. We walked across the
crowd, cutting into it provocatively but this didn’t bother them at all. If you don’t know the
place, you don’t know what kind of a position you have in it, you don’t know what can
happen to you.

Luchezar Boyadjiev: We live here in the city – is there anything which is not a memory?
When the first advertisements appeared (there were not as many billboards then as there
are now), there was a sign on a big block of flats that said “Forge ahead with BCP”
(Bulgarian Communist Party – tr.). Then Mtel (The biggest mobile communications compa-
ny in Bulgaria – tr.) appeared there. The place which the ruling political power has used, is
now used by another power. The whole living in the city for me is a memory…

Diana Popova: The work of the group is also a kind of memory – including a memory of
the place where it was carried out. Does anything in it change when it is presented in a
different place, for instance in an exhibition?

Elena Koleva-Ivanova: We are talking about different products, about different results.
Presenting work in a gallery space is an attempt to summarise what we have been doing.

Lylia Parvanova: If we put in the metro what we do in the gallery, the meaning will be
totally different.

Elena Koleva-Ivanova: It will be a whole new thing.

Diana Popova: And for the time being you do not plan to present it in the metro?

Elena Koleva-Ivanova: No, not for the time being.

Diana Popova: Because this “return to the site of the crime” would be very interesting.

Elena Koleva-Ivanova: There would be a lot of discontent.

Lylia Parvanova: But there are also those who would be pleased to see themselves…
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X-tendo
éÚ Í˙Ï Á‡ Ì‡Ò‡Ï, 2004. ä‡‰Ë ÓÚ ‚Ë‰ÂÓ / Therefrom Hereto, 2004. Video stills
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ÄÎÂÍÒ‡Ì‰˙ ä¸ÓÒÂ‚

éÍÓ Á‡ ·ÎÂ‰Ëfl „‡‰ 
çÓ‚ËÚÂ ÒÚËÔÂÌ‰Ë‡ÌÚË

Ç˙‚ ‚ÚÓ‡Ú‡ ÒË ÒÂÒËfl Á‡ ÒÚËÔÂÌ‰Ë‡ÌÚË
ÇËÁÛ‡ÎÌËflÚ ÒÂÏËÌ‡ ÔÂ‰ÎÓÊË ‰‚Â
ÚÂÏË: ◊É‡‰˙Ú, ÍÛÎÚÛÌÓÚÓ Ì‡ÒÎÂ‰ÒÚ‚Ó
Ë ÌÓÒÚ‡Î„ËflÚ‡“, ◊é·‡ÁË Ì‡ ÚÛ‰‡, Ó·-
‡ÁË Ì‡ ÍÓÌÒÛÏ‡ˆËflÚ‡“. ëÚÛ‚‡ ÏË ÒÂ,
˜Â ËÁ·‡ÌËÚÂ ÔÓÂÍÚË (◊àÁ‚ËÌÂÚÂ, ÍÓÈ
Â ÚÓÁË „‡‰?“ Ì‡ ä‡ÒËÏË íÂÁËÂ‚ Ë
◊éÚ Í˙Ï Á‡ Ì‡Ò‡Ï“ Ì‡ ÏÎ‡‰‡Ú‡ ÚÂ‡Ú-
‡ÎÌ‡ „ÛÔ‡ X-tendo) ÓÚË‰Óı‡ ÔÓ-‰‡ÎÂ˜
ÓÚ Ó˜‡Í‚‡ÌÓÚÓ. íÂ ÔÓ‚ÓÍË‡ı‡
ÇËÁÛ‡ÎÌËfl ÒÂÏËÌ‡ ‰‡ ÔÂÙÓÏÛÎË‡
ÌflÍÓË ÓÚ ÔËÌˆËÔËÚÂ ÒË, ‡ Â‰‚‡ ÎË ËÏ‡
ÔÓ-ÒË„ÛÂÌ ÍËÚÂËÈ Á‡ ÛÒÔÂı ÓÚ ÚÓ‚‡
‰‡ ‚Ë‰Ë¯ ÔÓ ÌÓ‚, ÔÓ-‰˙Î·ÓÍ Ì‡˜ËÌ
‚˙ÔÓÒËÚÂ, Ì‡ ÍÓËÚÓ Ò‡Ï ÒÂ ÓÔËÚ‚‡¯
‰‡ ÓÚ„Ó‚ÓË¯.

ä‡ÒËÏË íÂÁËÂ‚ ‚ÎÂÁÂ ‚˙‚ ◊ÇËÁÛ‡Î-
ÌËfl ÒÂÏËÌ‡“ Í‡ÚÓ Ï˙Î˜‡ÎË‚ ÌÂ‰Ó‚Â-
˜Ë‚Âˆ. àÁ‚ÂÒÚÌË ÏÛ ·flı‡, ‡Á·Ë‡ ÒÂ,
ÓÒÌÓ‚ÌËÚÂ ÔÓÒÎ‡ÌËfl Ì‡ ÒÂÏËÌ‡‡: ˜Â
‚ËÁÛ‡ÎÌ‡Ú‡ ÒÂ‰‡ Â ÊËÁÌÂÌ‡ ÒÂ‰‡, ˜Â
Á‡˘ËÚ‡‚‡ÏÂ Ô‡‚ÓÚÓ Ì‡ ‚ÍÛÒ Ë „‡ÏÓÚ-
ÌÓÒÚ ‚ ˜ÂÚÂÌÓÚÓ Ì‡ „‡‰‡ Ë Ô. Ä ÚÓÈ
„ÎÂ‰‡¯Â, ·ÂÁ ‰‡ „Ó‚ÓË. çÂ ÒÂ ÒÂ˘‡ı-
ÏÂ, ˜Â ÂıË‰ÌÓ ÒÂ ÔËÚ‡ ◊àÁ‚ËÌÂÚÂ, ÍÓÈ Â
ÚÓÁË „‡‰?“. ê‡‰ËÍ‡ÎËÁÏ˙Ú ÏÛ ÒÚ‡Ì‡
flÒÂÌ ÔÓ-Í˙ÒÌÓ, ÍÓ„‡ÚÓ ‡·ÓÚ‡Ú‡ ÏÛ Á‡fl-
‚Ë ◊ëÓÙËfl ÌÂ Ò˙˘ÂÒÚ‚Û‚‡!“. à ÛÚÓ˜ÌË:
ëÓÙËfl Â „‡‰ÒÍ‡ ÒÂ‰‡, ÓÒÚ‡‚ÂÌ‡ ËÁ-
ˆflÎÓ Ì‡ ˜‡ÒÚÌ‡ Ë ÎË˜Ì‡ ËÌËˆË‡ÚË‚‡,
„‡‰, ÍÓÈÚÓ ÒÂ ‡ÁÔ‡‰‡ Ì‡ ‡ÁÔÓÍ˙Ò‡-
ÌË ÔÓÂ‰ËˆË ÓÚ ÔÓÒÚ‡ÌÒÚ‚ÂÌÓ-ÒÓˆË-
‡ÎÌË Ô‡˜ÂÚ‡, ‚ÒflÍ‡ Ò˙Ò ÒÓ·ÒÚ‚ÂÌ‡ ÎÓ-
„ËÍ‡, ËÚ˙Ï Ë Ô‡‚ËÎ‡. íÂÁËÂ‚ ‚˙ÁÌ‡-
ÏÂfl‚‡¯Â ‰‡ ËÁÒÎÂ‰‚‡ ÔÓˆÂÒËÚÂ Ì‡
‡ÚÓÏËÁË‡ÌÂ Ì‡ „‡‰ÒÍ‡Ú‡ „ÂÓ„‡ÙËfl Ë
‡ıËÚÂÍÚÛ‡, Í‡ÍÚÓ Ë ÎÓ„ËÍ‡Ú‡ Ì‡ ÔÓÒÚ-
ÒÓˆË‡ÎËÒÚË˜ÂÒÍÓ ÔÓËÁ‚Ó‰ÒÚ‚Ó Ì‡ Ó·-
˘ÂÒÚ‚ÂÌÓ ÔÓÒÚ‡ÌÒÚ‚Ó, ÌÓ Ì‡Ô‡‚Ë
ÔÓ‚Â˜Â ÓÚ ÚÓ‚‡.

X-tendo ÔËÎË˜‡ı‡ ÓÚÌ‡˜‡ÎÓ Ì‡ ‡Á-
‚˙ÎÌÛ‚‡ÌË ˛ÌÓ¯Ë, ÍÓËÚÓ ÏÌÓ„Ó ËÒÍ‡ı‡
◊‰‡ ‡·ÓÚflÚ Á‡ ˜Ó‚ÂÍ‡“, ÌÓ ÌÂ ÁÌ‡Âı‡
Í‡Í ÚÓ˜ÌÓ ‰‡ „Ó Ì‡Ô‡‚flÚ – Ó·flÒÌfl‚‡ı‡
Ó·˙Í‡ÌËÚÂ ÒË  Ì‡ÏÂÂÌËfl ‰ÓË Ó˘Â
ÔÓ-Ó·˙Í‡ÌÓ. Ç ıÓ‰‡ Ì‡ ‡·ÓÚ‡Ú‡ ËÏ
Ó·‡˜Â ÍËÒÚ‡ÎËÁË‡ ÌÂ˘Ó ÔÓÒÚÓ Ë

Alexander Kiossev

An Eye
for the Pale City
The new resident fellows

For its second fellowship session, the
Visual Seminar has put forward two top-
ics: “The city, the cultural heritage and
nostalgia” and “Images of labour,
images of consumption”. I believe the
projects selected (“Excuse Me, Which
City is This?” of Krassimir Terziev and
“Therefrom Hereto” of the young theatre
group X-tendo) went beyond the expec-
tations. They have provoked the Visual
Seminar to redefine some of its key
assumptions, and there is hardly a suc-
cess indicator as sure-fired as getting an
innovative and deeper insight into the
issues you are trying to explore yourself.

Krassimir Terziev entered the Visual
Seminar as a silent doubter. He was cer-
tainly aware of the seminar’s key mes-
sages: the visual environment is a living
environment, we stand for the right to
promote taste and literacy in reading the
city, etc. Yet his agreement was tacit,
and his look was straying. It never

ä‡ÒËÏË íÂÁËÂ‚ / Krassimir Terziev
àÁ‚ËÌÂÚÂ, ÍÓÈ Â ÚÓÁË „‡‰?, 2004
Excuse me, Which City is This?, 2004
www.cityscales.net
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‚˙Á‰ÂÈÒÚ‚‡˘Ó: ÔÓ‚Â‰ÂÌËflÚ‡ Ò‡ ˜‡ÒÚ ÓÚ
„‡‰‡, ËÒÚÓËflÚ‡ (Ë ËÒÚÓËËÚÂ) – ˜‡ÒÚ
ÓÚ ÔÓ‚Â‰ÂÌËflÚ‡. íÂÁË ÏÌÓ„ÓÔÎ‡ÒÚÓ‚Ë
ÚÂÏÔÓ‡ÎÌÓÒÚË-Ô‡ÍÚËÍË ÒÂ ‚ÔËÒ‚‡Ú ‚
„‡‰‡ Ë „Ó ËÁÏÂÌflÚ: „‡‰˙Ú Â Ò˙‚ÏÂÒÚfl-
‚‡ÌÂ Ì‡ ‚ÂÏÂ‚Ë ÔÎ‡ÒÚÓ‚Â, ÓÒÓ·ÂÌ ‰Ë-
‡ÎÓ„ (ËÎË „ÎÛıÓÚ‡)  ÏÂÊ‰Û Ô‡ÏÂÚ Ë Á‡·-
‡‚‡. íÓÈ ÌÂ Â ‰‡‰ÂÌÓÒÚ, Á‡˘ÓÚÓ Â Ì‡Ô-
ÂÊÂÌËÂ ÏÂÊ‰Û ËÒÚÓË˜ÂÒÍË Ò‚ÂÚÓ‚Â,
ÏÂÊ‰Û ËÒÚÓË˜ÂÒÍË ‰‚ËÊÂÌËfl Ì‡ Ï‡ÒË
Ë ÒÎÛ˜‡ÈÌËfl ÊË‚ÓÚ Ì‡ ÌÂÁÌ‡˜ËÚÂÎÌË
ıÓ‡.   

èÓÏÂÌÂÌ‡Ú‡ Á‡‰‡˜‡

àÁÔ‡‚ÂÌË ÔÂ‰ ‰‚‡Ú‡ ÔÓÂÍÚ‡ Ì‡ íÂ-
ÁËÂ‚ Ë X-tendo, ÒÏÂ ÔËÌÛ‰ÂÌË ‰‡ ÒË
ÔËÔÓÏÌËÏ ÌÂ˘Ó, ÍÓÂÚÓ ÛÊ ÓÚ‰‡‚Ì‡
ÁÌ‡ÂÏ: ‚ÒÂÍË „ÓÎflÏ ÔÓÒÚ-ÏÓ‰ÂÂÌ „‡‰
Â ‡Á·fl„‚‡ÌÂ – ‡Á‰‡ÎÂ˜‡‚‡˘Ë ÒÂ ÙÓ-
ÏË Ì‡ ÊË‚ÓÚ Ò˙Ò Ò‚Ófl Ú‡ÂÍÚÓËfl Ë ÔÓ-
ÒÓÍ‡, Ò ‡ÁÎË˜ÌË ÒÓˆË‡ÎÌË ÒÚËÎÓ‚Â,
ÏÂÒÚ‡ Ë ‚ÂÏÂÌ‡. ëÓˆË‡ÎÌËÚÂ ÏÛ ÔÓÒ-
Ú‡ÌÒÚ‚‡, ‰ÓË ÍÓ„‡ÚÓ Ò‡ ·ËÎË Á‡ÏËÒ-
ÎÂÌË ‚ ÒÚËÎ‡ Ì‡ „ÓÎflÏ, ˆÂÌÚ‡ÎËÁË‡Ì
Û·‡ÌËÒÚË˜ÂÌ ÔÓÂÍÚ, ÌÂÔÂÍ˙ÒÌ‡ÚÓ
·Ë‚‡Ú ÛÒ‚Ófl‚‡ÌË Ë ÔËÒ‚Ófl‚‡ÌË ÓÚ ËÌ-
‰Ë‚Ë‰Ë Ë „ÛÔË. É‡‰˙Ú ÌÂ Â ÔÎ‡ÌË‡ÌÓ
ˆflÎÓ, ‡ ÒÂËfl ÓÚ ‡ÁÌÓÓ‰ÌË ÛÔÓÚÂ·Ë,
·ËÍÓÎ‡ÊË Ë ÁÎÓÛÔÓÚÂ·Ë – ÍÓÌ„ÎÓÏÂ-
‡Ú ÓÚ „‡‰ÒÍË ÏÂÒÚ‡, Ò˙Á‰‡‚‡ÌË Ò ‡Á-
ÌË ˆÂÎË Ë ÍÓÌÙÎËÍÚÌË ÒÚ‡ÚÂ„ËË ·ÂÁ
Ó·˘ ÁÌ‡ÏÂÌ‡ÚÂÎ. íÓ‚‡ ‡ÚÓÏËÁË‡ÌÂ Â
‰‚ÓÈÌÒÚ‚ÂÌ ÔÓˆÂÒ. íÓ ËÏ‡ ÔÓÎÓÊË-
ÚÂÎÌ‡ ÒÚ‡Ì‡, Á‡˘ÓÚÓ Â Ì‡˜ËÌ, ÔÓ ÍÓÈ-
ÚÓ ıÓ‡Ú‡ Ô‡‚flÚ „‡‰‡ Ò‚ÓÈ. çÓ ÓÚ
Ò‚Ófl ÒÚ‡Ì‡ ÔËÒ‚Ófl‚‡ÌÂÚÓ ÌÓÒË ‡Á-
ÎË˜ÌË ‚˙ÁÏÓÊÌÓÒÚË. íÓ ÏÓÊÂ ‰‡ ·˙‰Â
ËÌÚËÏÌÓ ÔÂ‡·ÓÚ‚‡ÌÂ Ì‡ „‡‰‡ – Ò˙Á-
‰‡‚‡ÌÂ Ì‡ ·ÎËÁÓÒÚ, ÚÓÔÎËÌ‡ Ë ÒË„Û-
ÌÓÒÚ, Ó·ÊË‚fl‚‡ÌÂ. çÓ ÏÓÊÂ ‰‡ ·˙‰Â Ë
Ò˙‚ÒÂÏ ·ÛÍ‚‡ÎÌÓ, ÍÓËÒÚÌÓ Ë ÌÂÁ‡ÍÓÌ-
ÌÓ ÔËÒ‚Ófl‚‡ÌÂ Ì‡ Ò„‡‰Ë, ÔÓÒÚ‡ÌÒ-
Ú‚‡ Ë „ÎÂ‰ÍË, ÍÓËÚÓ ÌÂ Ò‡ Ò‡ÏÓ Ú‚ÓË...
èËÌÛ‰ÂÌË ÒÏÂ ‰‡ ÒË ÔËÔÓÏÌËÏ, ˜Â
Ò˙‚ÂÏÂÌÌËflÚ „‡‰ Ò˙˘ÂÒÚ‚Û‚‡ ‚
ÒÚ‡ÌÌÓÚÓ Ì‡ÔÂÊÂÌËÂ ÏÂÊ‰Û Ó·˘ËÚÂ
ÔÓÎËÒÌË ÔÓÒÚ‡ÌÒÚ‚‡, ËÌÚËÏÌËÚÂ Í˙Ú-
˜ÂÚ‡ Ì‡ ËÌ‰Ë‚Ë‰Ë Ë Ó·˘ÌÓÒÚË, Ë ‚ÒÂ-
‚˙ÁÏÓÊÌË ÏÂÒÚ‡ (Ï‡ı‡ÎË, ‰ÛÔÍË, „ÂÚ‡,
Ò‚˙Ú‡ÎË˘‡, ·˙ÎÓ„Ë) Ì‡ ÎËˆ‡ Ë „ÛÔË
·ÂÁ ÔÓÎËÒÌË ˆÂÎË. ÅËÚËÂÚÓ ÏÛ Â ÏËÒÎË-
ÏÓ Ò‡ÏÓ Í‡ÚÓ Ò˙-·ËÚËÂ ÓÚ ÌÂÒ˙‚ÏÂÒÚË-
ÏÓÒÚË, ÍÓËÚÓ ÌÂ ÏÓ„‡Ú ‰‡ ·˙‰‡Ú Ó·ı‚‡-
Ì‡ÚË ÓÚ Â‰ËÌ-Â‰ËÌÒÚ‚ÂÌ ÔÓ„ÎÂ‰. èË

occured to us that he was sardonically
asking “Excuse Me, Which City is This?”
His radicalism came to the fore later on
when his work declared, “Sofia does not
exist!” And then specified: Sofia is an
urban environment fully abandoned to
private or personal initiative, a city falling
apart to shattered spatial and social
shreds, each one having its own logic,
rhythm and rule. Terziev was intent on
exploring the processes at work atomiz-
ing urban geography and architecture,
he wished to explore the logic of post-
socialist manufacturing of public space.
But he went further than that.

X-tendo initially had the look of wide-
eyed youth eager “to work for humanity”
yet unaware which way to go about it.
They went on explaining their fuzzy inten-
tions in an even fuzzier way. In the
course of their work however something
straightforward and moving crystallized:
behaviors are part of the city, history
(and stories) are part of behaviors. These
many-layered temporalities/practices get
inscribed within the city to alter it: the city
is a cohabitation of time layers, a pecu-
liar dialogue (or deafness) between rec-
ollection and oblivion. Too much a ten-
sion between historical worlds and
translocations of masses, and the ran-
dom living of insignificant human beings,
the city cannot be taken at face value.

A mutating task

Faced with the Terziev and X-tendo proj-
ects we are compelled to recollect some-
thing we are supposed to have long
known: each large postmodern city is a
scattering, a centrifuge: divergent life
forms with their own trajectory and direc-
tion, with varying social styles, places
and times. Its social spaces, even as
thought out within the format of a large
centralised urban project, are incessantly
absorbed or hijacked by individuals and
groups. The city is not a planned whole
but a series of variegated uses, collages
and abuses: a conglomerate of urban
locations set up for various reasons and
conflicting strategies, with no common
denominator. This atomization is a dual
process. There is a positive side to it as

page 68VS-Book-2-final.qxd /



69

page 69VS-Book-2-final.qxd /

ÚÓ‚‡, ‡Á·fl„‚‡Ú ÒÂ ÌÂ Ò‡ÏÓ „‡‰ÒÍËÚÂ
Â‡ÎÌÓÒÚË, ÌÓ Ë „‡‰ÒÍËÚÂ ÁÌ‡ˆË, Í‡Í-
ÚÓ Ë „‡‰ÒÍËÚÂ ÔÂÒÔÂÍÚË‚Ë – „‡‰˙Ú
ËÁÔ‡˘‡ ‡ÁÌÓÎËÍË Ó·‡ÁË Ë ËÁËÒÍ‚‡
Â‰ÌÓ‚ÂÂÏÂÌÌÓ ÏÌÓ„Ó „ÎÂ‰ÌË ÚÓ˜ÍË ÓÚ
Ò‚Ófl Ì‡·Î˛‰‡ÚÂÎ. á‡ÚÓ‚‡ ÚÂÓÂÚËˆËÚÂ
Ì‡Ë˜‡Ú Ú‡ÍË‚‡ „‡‰Ó‚Â Ò‚ÓÂ·‡ÁÂÌ
◊Ò‚ÂÚÓ‚˙ÚÂÊ Ì‡ ÂÔÂÁÂÌÚ‡ˆËËÚÂ“
(ÄÎÂÍÒ‡Ì‰˙ ÉÂÎËÈ),  Â‰ÌÓ‚ÂÏÂÌÓÒÚ
Ì‡ ◊ÏÛÚË‡ÎË ‚ËÁËË“ (ÒÔÓÂ‰ ä‡ÒË-
ÏË íÂÁËÂ‚).

ç‡‚ÎËÁ‡ÈÍË ‚ Ò‚ÓflÚ‡ ÁflÎ‡ Ù‡Á‡, ÇË-
ÁÛ‡ÎÌËflÚ ÒÂÏËÌ‡ ÒË ‰‡‰Â ÒÏÂÚÍ‡, ˜Â
ÔÂ‰Ë¯ÌËflÚ ‡ÔÂÎ Á‡ ÔÓÌÂ ÂÎÂÏÂÌÚ‡-
Ì‡, Â‰ÌÓÔÎ‡ÌÓ‚‡ „‡ÏÓÚÌÓÒÚ ‚ ˜ÂÚÂÌÂ-
ÚÓ Ì‡ „‡‰‡ Â ÒËÏÔ‡ÚË˜Ì‡ ÛÚÓÔËfl. É‡-
‰˙Ú ÌÂ Â flÒÂÌ ÚÂÍÒÚ, ÍÓÈÚÓ ËÏ‡ Ò‡ÏÓ
Â‰Ì‡ ÚÂÏ‡, ÌÂ Â Ì‡ÔËÒ‡Ì Ì‡ Â‰ËÌ ÂÁËÍ,
ÌÂ Â ÍÓ‰Ë‡Ì ‚ Â‰ËÌÂÌ ÍÓ‰, ÌflÏ‡ ‰ÓË
Â‰Ì‡ Ó·˘‡ ‡Á·ÛÍ‡. èÓËÁ‚ÂÊ‰‡ÌÂÚÓ Ì‡
Ó·˘ÂÒÚ‚ÂÌË ÔÓÒÚ‡ÌÒÚ‚‡ Â ÏÌÓÊÂÒÚ-
‚ÂÌ Ë ‡ÁÌÓÔÓÒÓ˜ÂÌ ‡ÍÚ, ÍÓÈÚÓ ÌÂ Á‡-
‚ËÒË Ò‡ÏÓ ÓÚ ÍÏÂÚÒÚ‚ÓÚÓ, ÌËÚÓ Ò‡ÏÓ ÓÚ
‡ıËÚÂÍÚÛÌ‡Ú‡ ÍÓÎÂ„Ëfl ËÎË ÓÚ Û·‡-
ÌËÒÚË˜ÌËÚÂ ‡ÍÚË‚ËÒÚË. Ç ÚÓ‚‡ ÔÓËÁ-
‚Ó‰ÒÚ‚Ó Ì‡ ÁÌ‡ˆË Ë ÁÌ‡ÍÓ‚Ë ÏÂÒÚ‡ Ò‡
‚ÍÎ˛˜ÂÌË ‚ÒË˜ÍË – Û˜ÂÌËˆË Ë ÍËÏË-
Ì‡ÎÌË ÏÂÊË, Ï‡ÎˆËÌÒÚ‚‡, ÎÂÎÍË Ë
ÙÛÚ·ÓÎÌË Á‡Ô‡ÎflÌÍÓ‚ˆË, ‡‰ÏËÌËÒÚ‡-
ˆËfl Ë ÏÂÚ˙ÎË, Ô˙ÌÍÓ‚Â, ÒÍËÌ‡Ë Ë ÛÂÈ-
‚Ó‚Â. á‡ÚÓ‚‡ ÚÓÈ ËÁËÒÍ‚‡ ‰Û„‡ „‡-
ÏÓÚÌÓÒÚ Ì‡ Ò‚ÓÂÚÓ ˜ÂÚÂÌÂ.

ç‡ Ô˙‚Ó ÏflÒÚÓ Úfl Úfl·‚‡ ‰‡ ÏÓÊÂ ‰‡
˜ÂÚÂ ÌÂÔÓ‰Â‰ÂÌ‡Ú‡ ÏÌÓÊÂÒÚ‚ÂÌÓÒÚ Ì‡
„‡‰‡ – ÌÂ˘Ó Í‡ÚÓ ˜ÂÚÂÌÂ Ì‡ ı‡ÓÒ‡:
Í˙Î·Ó ÓÚ ÔÂÔÎÂÚÂÌË ÍÛÎÚÛÌË ÂÁËˆË,
Î‡‰Ó‚Â ÓÚ „‡‰ÒÍË Á‚ÛˆË, ‚‡‚ËÎÓÌËfl ÓÚ
‡ıËÚÂÍÚÛÌË „ÎÂ‰ÍË. ê‡Á·Ë‡ÌÂÚÓ Ì‡
„‡‰‡ Â ÌÂ‚˙ÁÏÓÊÌÓ ·ÂÁ ÛÒÂÚ Á‡ ÚÓ‚‡
Â‰ÌÓ‚ÂÏÂÌÌÓ ÛÏÌÓÊ‡‚‡ÌÂ Ë ‡‚ÚÓÌÓ-
ÏËÁË‡ÌÂ Ì‡ ÌÂ„Ó‚ËÚÂ ÏËÍÓÔÓÒÚ‡Ì-
ÒÚ‚‡ Ë Ó·ÓÒÓ·fl‚‡˘Ë ÒÂ ÏÂÒÚ‡. ÅÂÁ Â‰-
Ì‡Í‚Ó ‚ÌËÏ‡ÌËÂ Í˙Ï ÒÚ‡ËÚÂ ÒÂˆÂÒË-
ÓÌÌË Ò„‡‰Ë, Í˙Ï Î˙ÒÍ‡‚ËÚÂ ‚ËÚËÌË Ë
˜‡Î„‡-·‡Ó‚Â, Í˙Ï ÔÓÛÚÂÌËÚÂ Ó·˘ÂÒÚ-
‚ÂÌË ÏÂÒÚ‡, Í˙Ï ÚÂÒÌËÚÂ „‡‡ÊË, Ï‡ÁÂ-
Ú‡ Ë ·‡ÎÍÓÌË, ‚ ÍÓËÚÓ ·ÎÂÌÛ‚‡Ú ·ÎÂ‰Ë
„ÂÈÏ˙Ë...

èÓ‰Ó·Ì‡ ÏÌÓÊÂÒÚ‚ÂÌÓÒÚ ÓÚ Ò‚Ófl ÒÚ‡-
Ì‡ ÔÂ‰ÔÓÒÚ‡‚fl ÁËÚÂÎÂÌ ˙„˙Î Ì‡ ◊˜ÂÚfl-
˘ÓÚÓ ÓÍÓ“, ÍÓÈÚÓ ËÁ„ÎÂÊ‰‡ ÌÂ‚˙ÁÏÓÊÌÓ
¯ËÓÍ: ‰‡ ‚ËÊ‰‡ „ÓÂ Ë ‰ÓÎÛ, ÓÚÔÂ‰ Ë

it is a way for people to establish their
ownership of the city. This appropriation
in its turn brings along a number of
opportunities. It might be a process of
intimate transformation, a creation of
closeness, warmth and security, a habi-
tation. Yet, at the other extreme, it can
just as well be a rather literal, illegal and
rapacious misappropriation of buildings,
spaces and views, which cannot simply
be someone’s property.

We are pushed to remember that the
modern city exists in a weird tension
between common polis spaces, the inti-
mate recesses of individuals and com-
munities, and places of all descriptions
(neighbourhoods, holes, ghettos, haunts,
dens, etc.) harbouring individuals or
groups of no polis objectives. Existence
is conceivable only as co-existence of
incompatibilities evading any single view-
point. Besides, these are not only the
urban realities that scatter away, but also
the urban signs and the urban perspec-
tives: the city transmits many-faced
images demanding of its observer a host
of simultaneous viewpoints. Hence theo-
rists call such cities “a vertigo of repre-
sentations” (Alexander Gelii); Terziev
uses the expression “mutating visions”.

As it entered maturity the Visual Seminar
became aware that the previous appeal
for at least basic, one layered literacy in
reading the city is a chummy-sounding
utopia. The city is not a translucent text
based on a single topic, it is not written
in a single language. Neither is it coded
in a single code, it does not even share a
common alphabet. Manufacturing public
spaces is a multiple and multifaceted act
escaping the rule of the mayor’s office,
the city planning community or the urban
activists. Quite a crowd seems to be in
on this act of manufacturing places and
signs – students and criminal networks,
minorities, aunties and football fans, the
administration and heavy metals, punks
and waves. Therefore reading the city
demands a different type of literacy.

Firstly, this literacy needs to be capable
of coping with the city’s disorderly plurali-
ty. It is like trying to read chaos – a tan-
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gle of intertwined cultural languages,
modes of urban sounds, a Babylon of
architectural vistas. Construing the city
would be impossible without a sense for
this simultaneous multiplication and sep-
aration of micro-spaces and autonomous
sites. Without paying equal attention to
old Secession buildings, glossy shop
windows and folk music (“chalga” in
local speak) bars, to the rundown public
places, to the narrow garages, balconies
and cellars where pale gamers day-
dream…

Such pluralism imposes on the reading
eye an impossibly wide vision angle. The
eye should shift up and down, front and
back, inside and out. Looking up – to the
now absent five pointed star formerly top-
ping the pylon of the former Party
Headquaters, looking down – to the pot-
holes in the tarmac, looking to the front –
to the guard in front of the presidency,
and looking around the back – to the
glue sniffing Roma kids and the seedy
backyards where drug dealers stockpile
“individual doses”…

The new visual literacy we are trying to
promote cannot be satisfied with the visi-
ble surface (façade, advertisements, cul-
tural monuments, sights). It needs to see
the invisible: clandestine trysting places
in the middle of crossroads, neighbor-
hood park bush where school kids
smoke grass while close by unsuspect-
ing grannies dose away by statues with
fists pointing to some dusty future…

This “seeing everywhere” demands from
the sight to integrate additional senses
and other non-visual virtues. Needed are
peculiar “sensuality hearing” and 
“smell” – in order to capture the whiff of
streaming text and e-mail messages, the
silent off- and on-switching of chats and
forums from internet cafés interspersed
like virtual oasises around the real city.
The eye has to be equally seduced by
blazing long legs and advertising but-
tocks as by the mystique of dingy, reek-
ing entrances of tenement buildings, yet
it should not be oblivious to the
resolute first graders pursing their own
agenda…

ÓÚÁ‡‰, ‚˙Ì Ë ‚˙ÚÂ. ÉÓÂ – ‚ ÓÚÒ˙ÒÚ‚‡-
˘‡Ú‡ Á‚ÂÁ‰‡ Ì‡ ÔËÎÓÌ‡ Ì‡ è‡ÚËÈÌËfl
‰ÓÏ, ‰ÓÎÛ – ‚ ‰ÛÔÍËÚÂ ÔÓ ‡ÒÙ‡ÎÚ‡, ÓÚÔ-
Â‰ – „‚‡‰ÂÈˆËÚÂ ÔÂ‰ èÂÁË‰ÂÌÚÒÚ‚Ó-
ÚÓ Ë ÓÚÁ‡‰ – ‰Ë¯‡˘ËÚÂ ÎÂÔËÎÓ ÓÏ˜ÂÚ‡
Ë ‰‚Ó˜ÂÚ‡Ú‡, ‚ ÍÓËÚÓ Ì‡ÍÓ‰ËÎ˙Ë ÚÛ-
Ô‡Ú ËÌ‰Ë‚Ë‰Û‡ÎÌË ‰ÓÁË... çÓ‚‡Ú‡ ‚ËÁÛ-
‡ÎÌ‡ „‡ÏÓÚÌÓÒÚ, Á‡ ÍÓflÚÓ ÔÎÂ‰Ë‡ÏÂ,
‚Â˜Â ÌÂ ÏÓÊÂ ‰‡ ÒÂ Á‡‰Ó‚ÓÎË Ò ‚Ë‰ËÏË-
ÚÂ ÔÓ‚˙ıÌÓÒÚË (Ù‡Ò‡‰Ë, ÂÍÎ‡ÏË, ÍÛÎ-
ÚÛÌË Ô‡ÏÂÚÌËˆË, „ÎÂ‰ÍË). á‡˘ÓÚÓ Úfl·-
‚‡ ‰‡ ◊‚ËÊ‰‡  ÌÂ‚Ë‰ËÏÓÚÓ“ – Ú‡ÈÌË
ÏÂÒÚ‡ Á‡ ÒÂ˘Ë ÔÓ ÒÂ‰‡Ú‡ Ì‡ ÔÂÒË˜‡-
˘Ë ÒÂ „‡‰ÒÍË ‡ÚÂËË, ı‡ÒÚË Ì‡ Í‚‡-
Ú‡ÎÌË „‡‰ËÌÍË, ‚ ÍÓËÚÓ Û˜ÂÌËˆË ÔÛ¯‡Ú
ÚÂ‚‡, ‰ÓÍ‡ÚÓ ‰Ó Úflı ÌÂÔÓ‰ÓÁË‡˘Ë ·‡-
·Ë˜ÍË ‰ÂÏflÚ ‰Ó ÒÚ‡ÚÛË, ‚‰Ë„Ì‡ÎË ˛Ï-
ÛˆË Í˙Ï ÌflÍ‡Í‚Ó Ô‡¯ÌÓ ·˙‰Â˘Â...

íÓ‚‡ ◊‚ËÊ‰‡ÌÂ Ì‡‚ÒflÍ˙‰Â“ Ì‡Î‡„‡ ‚
ÔÓ„ÎÂ‰‡ ‰‡ ÒÂ ËÌÚÂ„Ë‡Ú ‰ÓÔ˙ÎÌËÚÂÎ-
ÌË ÒÂÚË‚‡, ‡ ‰ÓË Ë ‰Û„Ë, ÌÂ‚ËÁÛ‡ÎÌË
‰Ó·Ó‰ÂÚÂÎË. çÂÓ·ıÓ‰ËÏË Ò‡ Ò‚ÓÂ·-
‡ÁÌË ◊ÂÓÒ“, ◊ÒÎÛı“ Ë ◊ÏËËÒ“ – Á‡ ‰‡
ÒÂ ˜Û‚‡Ú ÔÓÚÓˆËÚÂ ÓÚ SMS-Ë Ë Â-mail-Ë,
·ÂÁ¯ÛÏÌËÚÂ ‚ÍÎ˛˜‚‡ÌËfl Ë ËÁÍÎ˛˜‚‡-
ÌËfl ÓÚ ˜‡ÚÓ‚Â Ë ÙÓÛÏË ÓÚ àÌÚÂÌÂÚ-
Í‡ÙÂÚ‡Ú‡, Ô˙ÒÌ‡ÚË Í‡ÚÓ ‚ËÚÛ‡ÎÌË
Ó‡ÁËÒË ËÁ Â‡ÎÌËfl „‡‰... éÍÓÚÓ Úfl·-
‚‡ Â‰Ì‡Í‚Ó ‰‡ ÒÂ Ò˙·Î‡ÁÌfl‚‡ ÓÚ ÒËfl-
Â˘Ë ‰˙Î„Ë Í‡Í‡ Ë ÂÍ‡Î‡ÏÌË Á‡‰ÌËˆË
ÔÓ ·ËÎ·Ó‰Ó‚ÂÚÂ Ë ÓÚ ÏËÒÚËÍ‡Ú‡ Ì‡
Ú˙ÏÌËÚÂ, ÒÏ˙‰fl˘Ë ‚ıÓ‰Ó‚Â – ÌÓ ‰‡ ÌÂ
ÔÓÔÛÒÌÂ ‰‡ Á‡·ÂÎÂÊË, ˜Â ÓÚ Úflı ËÁÎË-
Á‡Ú Â¯ËÚÂÎÌË Ô˙‚ÓÍÎ‡ÒÌËˆË Ò˙Ò
Ò‚ÓÈ ÒÓ·ÒÚ‚ÂÌ ‰ÌÂ‚ÂÌ Â‰...

á‡‰ÌÓ Ò ÚÓ‚‡ Úfl·‚‡ ‰‡ ËÏ‡ Ô‡ÏÂÚ Ë
Ú˙ÔÂÌËÂ. ë‡ÏÓ ˜ÂÁ Úflı ÚÓ ·Ë ÏÓ„ÎÓ ‰‡
ÔÓÒÎÂ‰Ë ‰Û„Ë ËÚÏË – ÒÔÓÍÓÈÌËÚÂ
Ï‡¯ÛÚË Ì‡ ÔÂÌÒËÓÌÂËÚÂ („ÓÎÂÏËÚÂ
ÔËÒ‚ÓËÚÂÎË Ì‡ ‚ÒË˜ÍÓ ‚ „‡‰‡), ·˙·Ë-
‚ËÚÂ ËÏ ÔÓ˜Ë‚ÍË – ÔÓ Ï‡ÒËÚÂ Ì‡ å‡ÍÑÓ-
Ì‡Î‰Ò, Ì‡ ÔÂÈ˜ËˆË ÔÂ‰ Ô‡ÌÂÎÌËÚÂ ·ÎÓ-
ÍÓ‚Â; ËÒÍÓ‚‡ÌËÚÂ ËÏ, ·‡‚ÌË ÂÈ‰Ó‚Â
ÔÓ ÍÂıÍË ÔÂ¯ÂıÓ‰ÌË Ô˙ÚÂ˜ÍË, ÓÍÓÎÓ
ÍÓËÚÓ ˙ÏÊ‡Ú ‡ÏËË ÓÚ åèë ÍÛ˜Â Ï‡-
Í‡, ‡‚ÌÓÔ‡‚ÌÓ Ò‚ËÂ˘Ë Ë ÔÒÛ‚‡˘Ë
Á‡Â‰ÌÓ Ò˙Ò ÒÂ·ËÒÚË Mercedes-Ë Ë
Ú˙ÏÌË BMW-Ú‡... à ‰‡ ˜ÛÂ (ËÎË ‰‡ ÒË
ÔËÔÓÏÌË?) Í‡Í Ú‡Ï, ‰Ó Úflı, ‚ ÒÚÛ‰ÂÌË-
ÚÂ, ÌÂÂÏÓÌÚË‡ÌË ÍÎ‡ÒÌË ÒÚ‡Ë Ì‡ Ò˙-
ÒÂ‰Ì‡Ú‡ „ËÏÌ‡ÁËfl, Û˜ËÚÂÎÍË ‚ÒÂ Ó˘Â
ÂˆËÚË‡Ú ÅÓÚÂ‚ (í‡Ï! í‡Ï ·Ûfl
Í˙¯Ë....)

page 70VS-Book-2-final.qxd /



71

page 71VS-Book-2-final.qxd /

Furthermore, it needs memory and
patience. Only thereby could the eye
trace out some other rhythms: the sub-
dued routes of retirees (the great appro-
priators of just about everything round
the city), their chatty stoops over
McDonald’s tables, at little benches in
front of high-rise tenement blocks; their
risky, slow going raids along flimsy foot-
paths beyond which hordes of mongrel
vehicles growl and honk and curse on an
equal footing with silvery Mercedeses
and dark BMWs. The “eye” would also
need to “hear” (or recollect?) how just
nextdoor, in a secondary school’s cold
classrooms in a state of repair, the mis-
sis still recites Botev (“There! The storm
is still chopping branches…”).

Therefore the new literacy we are after
needs to master a hermeneutical imagi-
nation – i.e. a literacy to the power of
two. If power one is related to the self-
making of our own eye, to the way we
read plurality, heterogeneity and the vari-
ety of urban rhythms, the second power
would be the acumen of how various oth-

í.Â., ÌÓ‚‡Ú‡ „‡ÏÓÚÌÓÒÚ, ÍÓflÚÓ Ú˙ÒËÏ,
Úfl·‚‡ ‰‡ ÔËÚÂÊ‡‚‡ Ë ıÂÏÂÌÂ‚ÚË˜ÌÓ
‚˙Ó·‡ÊÂÌËÂ – ‰‡ ·˙‰Â „‡ÏÓÚÌÓÒÚ Ì‡
‚ÚÓ‡ ÒÚÂÔÂÌ. ÄÍÓ Ô˙‚‡Ú‡ ÒÚÂÔÂÌ Â
Ò‚˙Á‡Ì‡ Ò˙Ò Ò‡ÏÓ‚˙ÁÔËÚ‡ÌËÂ Ì‡ ÒÓ·-
ÒÚ‚ÂÌÓÚÓ ÌË ÓÍÓ, Ò ÚÓ‚‡ Í‡Í ˜ÂÚÂÏ ÌËÂ
ÏÌÓÊÂÒÚ‚ÂÌÓÒÚÚ‡, ıÂÚÂÓ„ÂÌÌÓÒÚÚ‡  Ë
‡ÁÎË˜ÌËÚÂ „‡‰ÒÍË ËÚÏË, ÚÓ ‚ÚÓ‡Ú‡
ÒÚÂÔÂÌ Â ÛÒÂÚ Á‡ ÚÓ‚‡ Í‡Í „Ó ˜ÂÚ‡Ú ‡Á-
ÌÓÓ·‡ÁÌËÚÂ ‰Û„Ë (‚ÔÓ˜ÂÏ, Ú‚˙‰Â Â
Ú˙ÌÍ‡ „‡ÌËˆËÚ‡ ÏÂÊ‰Û ‰‚ÂÚÂ). ä‡Í „Ó
ÛÔÓÚÂ·fl‚‡Ú, ÁÎÓÛÔÓÚÂ·fl‚‡Ú, ÛÒ‚Ófl‚‡Ú
Ë ÔËÒ‚Ófl‚‡Ú ‡ÁÎË˜ÌËÚÂ ÏÛ ÊËÚÂÎË;
Í‡Í Ò Ô‡‚Ó ËÎË ·ÂÁ ‚ÔËÒ‚‡Ú ‚ ÚflÎÓÚÓ
ÏÛ Ò‚ÓÂÚÓ ÔÓ‚Â‰ÂÌËÂ Ë Ô‡ÏÂÚ. 

í‡ÁË ÏÂÚ‡-„‡ÏÓÚÌÓÒÚ, ÛÒÂ¯‡˘‡ ‡Á-
ÎË˜ÌËÚÂ life styles, ÓÚÔÂ˜‡Ú‡ÌË ÔÓ Ò„‡-
‰ËÚÂ, ÛÎËˆËÚÂ Ë ÏÂÒÚ‡Ú‡ Ì‡ „‡‰‡ (Í‡Í-
ÚÓ Â‰‚‡ ÓÚ·ÂÎflÁ‡ÌËÚÂ ÈÂÓ„ËÙË Ì‡
Ï‡ÎÍË, ÌÂÁÌ‡˜ËÚÂÎÌËÚÂ ÊË‚ÓÚË ·ÂÁ
ÒÚËÎ) Úfl·‚‡ ‰‡ ÏÓÊÂ ‰‡ ‡ÁÎË˜‡‚‡ –
Ì‡ÔËÏÂ ÍÓ„‡ „‡ÙËÚËÚÂ Ò‡ ‡‚ÚÂÌÚË-
˜ÂÌ ÏÎ‡‰ÂÊÍË ÔÓÚÂÒÚ Ë ÍÓ„‡ – ÊÂÎ‡-
ÌËÂ Á‡ Ï‡ˆ‡ÌÂ (ÚÓ‚‡ ÒÂ ÚËÂ Ò ÚÂÔÂÌ-
ÚËÌ)... åÓÊÂ ·Ë Ì‡È-ÚÛ‰ÌÓÚÓ Â ÚÓ‚‡, ˜Â
Úfl, ÔË ˆflÎ‡Ú‡ ÒË ÌÂ‚˙ÁÏÓÊÌ‡ ÍÓÏÔ-

ä‡ÒËÏË íÂÁËÂ‚ / Krassimir Terziev
àÁ‚ËÌÂÚÂ, ÍÓÈ Â ÚÓÁË „‡‰?, 2004
Excuse me, Which City is This?, 2004
www.cityscales.net
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ÎÂÍÒÌÓÒÚ, Úfl·‚‡ ‰‡ Á‡Ô‡ÁË Ì‡È-Ò˙˘ÂÒ-
Ú‚ÂÌÓÚÓ ÓÚ ÔÓ„‡Ï‡Ú‡ Ì‡ ÇËÁÛ‡ÎÌËfl
ÒÂÏËÌ‡ – ‰‡ ·˙‰Â ËÏÂÌÌÓ ‚ËÁÛ‡ÎÌ‡
„‡ÏÓÚÌÓÒÚ. äÓÂÚÓ ÓÁÌ‡˜‡‚‡ – ‰‡ ·˙‰Â
ÒËÏÛÎÚ‡ÌÌ‡, ÏË„ÌÓ‚ÂÌ‡. Ñ‡ ‡Á·Ë‡ Ò
Â‰ÌÓ ÏË„‡ÌÂ Ì‡ ÓÍÓÚÓ ‚ÒË˜ÍÓ.

çÓ Ì‡ÎË ÒÎÂ‰ ÔÂÙÓÏÛÎË‡ÌÂÚÓ Ì‡
Á‡‰‡˜‡Ú‡ ËÏÂÌÌÓ ÚÓ‚‡ ◊‚ÒË˜ÍÓ“ ‚Â˜Â Â
ÔÓ·ÎÂÏ? ëÎÂ‰ Í‡ÚÓ ÒÚ‡‚‡ ‰ÛÏ‡ Á‡
Ù‡„ÏÂÌÚ‡ËÁË‡ÌÂ Ë ‡ÚÓÏËÁË‡ÌÂ,
ÍÓÂÚÓ ÔÂ‚˙˘‡ ëÓÙËfl ‚ ·ÎÂ‰‡ ‡·ÒÚ-
‡ÍˆËfl (ä‡ÒËÏË íÂÁËÂ‚), ÚÓ Í‡Í Â
‚˙ÁÏÓÊÌÓ ‰‡ ‡Á‚ËÂ ‚ËÁËfl Á‡ ◊‚ÒË˜-
ÍÓ“, Ú.Â. Á‡ „‡‰ÒÍ‡Ú‡ Ë ÔÓÎËÒÌ‡ 
ˆflÎÓÒÚ?

Ä ÓÚ ‰Û„‡ ÒÚ‡Ì‡ – ‡ÍÓ ‚ËÁÛ‡ÎÌËÚÂ ÒÂ-
ÏËÌ‡ËÒÚË ËÒÍ‡Ú ‰‡ ·˙‰‡Ú ÌÂ Ò‡ÏÓ ˜Û‚-
ÒÚ‚ËÚÂÎÌË („‡ÏÓÚÌË), ÌÓ Ë ÔÓÎËÚË˜ÂÒ-
ÍË ‡ÍÚË‚ÌË, Ú‡ÁË ÒÓÙËÈÒÍ‡ ◊‡·ÒÚ‡Í-
ˆËfl“ ‚ ÌËÍ‡Í˙‚ ÒÎÛ˜‡È ÌÂ ·Ë‚‡ ‰‡ ÒÂ
„Û·Ë ÓÚ ÔÓ„ÎÂ‰. äÓÎÍÓÚÓ Ë ÒÎ‡·‡,
ÍÓÎÍÓÚÓ Ë ·ÎÂ‰‡ ‰‡ Â ÌÓ‚‡Ú‡ ‚ÂÒËfl Ì‡
„‡‰ÒÍ‡Ú‡ ˆflÎÓÒÚ, „‡Ê‰‡ÌÒÍ‡Ú‡ ÔÓÁË-
ˆËfl Ì‡ ÒÂÏËÌ‡‡ ÌÂ ÏÓÊÂ ‰‡ ÒË ÔÓÁ‚Ó-
ÎË ‰‡ fl Á‡ı‚˙ÎË.

ä‡ÚË Ë ÚÂ‡Ú˙ Ò ÌË‚ÓÚÓ 
Ì‡ ÂÍ‡ ÑÛÌ‡‚

ä‡ÒËÏË íÂÁËÂ‚ ËÏ‡ Ò‚ÓÈ ÔÓ‰ıÓ‰
ÔË ˜ÂÚÂÌÂ Ì‡ ÒÓÙËÈÒÍËfl ı‡ÓÒ. íÓÈ ËÁ-
„‡Ê‰‡ Ò‚ÓflÚ‡ ‡ÁÔ‡‰Ì‡Ú‡ ëÓÙËfl ‚
Ì‡ÔÂÊÂÌËÂÚÓ ÏÂÊ‰Û ÌflÍÓÎÍÓ ÒÂËË ÓÚ
Ó·‡ÁË, „‡‚ËÚË‡˘Ë ÓÍÓÎÓ Ï‡ÌËÔÛÎË-
‡ÌËfl ÒËÏ‚ÓÎ Ì‡ Í‡Ú‡Ú‡, ÌflÍÓÎÍÓ ÔË-
ÏÂ‡ Ì‡ ÔËÒ‚ÓÂÌË ÔÓÒÚ‡ÌÒÚ‚‡ Ë
ÍÓÌÒÚÛÍˆËflÚ‡ Ì‡ Â‰Ì‡ ‡·ÒÛ‰ÌÓ-ÚÂ‡Ú-
‡ÎÌ‡ (ËÎË ÍËÌÓ-) ÒˆÂÌ‡.

Ç ËÁÎÓÊ·ÂÌ‡Ú‡ Á‡Î‡ ·Â ÔÓÒÚ‡‚ÂÌ
ÏÓÌËÚÓ, Ì‡ ÍÓÈÚÓ ÒÂ ‚ËÊ‰‡ Í‡Ú‡Ú‡
Ì‡ „‡‰‡ – ‚Ò˙˘ÌÓÒÚ, ËÌÚÂ‡ÍÚË‚Ì‡ ËÌ-
ÒÚ‡Î‡ˆËfl, ‚ ÍÓflÚÓ ÁËÚÂÎflÚ ÏÓÊÂ ‰‡
‚ÎÂÁÂ Ë ‰‡ Ô‡‚Ë Ò ÔÓÁÌ‡ÚËfl ÔÎ‡Ì Ì‡
ëÓÙËfl ÔÓËÁ‚ÓÎÌË ÌÂ˘‡. 

èÓ Ú‡‰ËˆËfl ÏÓ‰ÂÌ‡Ú‡ Í‡Ú‡ ÌÂ ·Ë
Úfl·‚‡ÎÓ ‰‡ ‰ÓÔÛÒÍ‡ Ï‡ÌËÔÛÎ‡ˆËË – ÓÚ
ÌÂfl ÒÂ Ó˜‡Í‚‡ ‰‡ ·˙‰Â ÔÂˆËÁÂÌ, ÒË„Û-
ÂÌ ËÌÒÚÛÏÂÌÚ. çÂÈÌËÚÂ Ì‡˜ÂÚ‡ÌË
ÛÎËˆË Ë Í‚‡Ú‡ÎË ÒÎÂ‰‚‡ ‰‡ ·˙‰‡Ú ÔÓ-
‰ÛÍÚ Ì‡ Â‰ÌÓ ÌÂ‚Ë‰ËÏÓ Ë ‡·ÒÓÎ˛ÚÌÓ
ÓÍÓ, ÍÓÂÚÓ ÔÓÂÍÚË‡ ÔÓ‰ ÒÂ·Â „‡‰‡
(Ë ˜ÂÁ ÚÓ‚‡ „Ó ‚Î‡‰ÂÂ) Í‡ÚÓ ÔÎÓÒÍ‡ Ë

ers would read those (it is however a
very fine borderline between the two).
How the various residents use or abuse
appropriate or misappropriate the city,
how they chisel into the urban body its
own conduct and memory. This meta-lit-
eracy detecting various lifestyles imprint-
ed all over buildings, streets and town
places (as well as the feebly scraped
hieroglyphs of minor lives without a style)
should be capable of discerning, e.g. it
should tell an authentic youth protest in
graffiti from a dauber binge (to be erased
with turpentine)…

Perhaps the hardest thing is that this lit-
eracy, in all its stupendous complexity,
should retain the essence of the Visual
Seminar agenda – it has to be a visual lit-
eracy. The implication is it should be
instant, simultaneous. It should get it all
in an eye bat.

However, after redefining the task, does
not “all” become the problem itself?
Talking of fragmentation and atomization
that turn Sofia into a pallid abstraction
(Krassimir Terziev), how is it then possi-
ble to develop a vision of it all, i.e. of the
urban and polis entity?

On the other hand, if the Visual Seminar
participants are willing to not only be
sensitive (literate) but politically active as
well, this Sofia abstraction should by no
means be overlooked. Albeit pallid and
feeble, the new version of urban entity
cannot be discarded if this seminar is to
have a civic stance.

Maps and theatre
to the Danube level

Krassimir Terziev has his own approach
in making sense of Sofia chaos. He puts
together his disintegrated Sofia based on
the tension among several image
sequences gravitating around the manip-
ulative symbol of the map, a few exam-
ples of appropriated spaces and the con-
struction of an absurdly theatrical (or cin-
ematic) scene.

The exhibition room was fixed with a TV
screen displaying the city’s map – which
was in fact an interactive installation the
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‡·ÒÚ‡ÒÚÌ‡ ‚ËÁËfl, ‡Á„‡ÙÂÌ ‚ Ï‡ÚÂ-
Ï‡ÚË˜ÂÒÍ‡ ÍÓÓ‰ËÌ‡ÚÌ‡ ÒËÒÚÂÏ‡. ä‡-
ÚÓ„‡ÙÒÍ‡Ú‡ ÒıÂÏ‡ Úfl·‚‡ ‰‡ ÓÒË„ÛË
ÌÂ Ò‡ÏÓ ·ÂÁÔÓ„Â¯Ì‡ ÓËÂÌÚ‡ˆËfl, ÌÓ Ë
‚˙ÁÏÓÊÌÓÒÚ Á‡ Ô˙ÎÂÌ ÛÔ‡‚ÎÂÌÒÍË
Ì‡‰ÁÓ-ÍÓÌÚÓÎ-ÛÔ‡‚ÎÂÌËÂ Ì‡ „‡‰‡ –
Úfl ÔÓ Ú‡‰ËˆËfl Â ÌÂ Ò‡ÏÓ ÂÔÂÁÂÌÚ‡-
ˆËfl Ì‡ „‡‰‡, ‡ Ë ËÌÒÚÛÏÂÌÚ Á‡ ÌÂ„Ó-
‚ÓÚÓ ÏÓ‰ÂÌÓ ÔÓËÁ‚Ó‰ÒÚ‚Ó. í.Â ÓÚ ÌÂfl
ÒÂ Ó˜‡Í‚‡ ‰‡ ·˙‰Â Ò‡ÏÓ Â‰Ì‡ ÓÚ ÙÓ-
ÏËÚÂ Ì‡ ÏÓ‰ÂÌËfl ‡ˆËÓÌ‡ÎÂÌ Ô‡ÌÓÔ-
ÚËÍÛÏ. ÅÂÁ ÌÂÈÌËfl Â‰ËÌÂÌ Ï‡˘‡· Ë ÍÓ-
Ó‰ËÌ‡ÚË, ·ÂÁ ÌÂÈÌ‡Ú‡ ‰ÓÒÚÓ‚ÂÌÓÒÚ Ë
ÔÂˆËÁÌÓÒÚ Â ÌÂ‚˙ÁÏÓÊÌÓ ·˛ÓÍ‡-
ÚË˜ÌÓÚÓ Ó˜ÂÚ‡‚‡ÌÂ Ì‡ Í‚‡Ú‡ÎË, Í‡ÍÚÓ
Ë ÛÒÔÂ¯ÌÓÚÓ ÙÛÌÍˆËÓÌË‡ÌÂ Ì‡ ‰‡Ì˙˜-
ÌË ËÌÒÔÂÍˆËË Ë Ó·˘ËÌÒÍË ÒÎÛÊ·Ë, ÌÂ-
‚˙ÁÏÓÊÌ‡ Â ‰ÂÏÓÒÍÓÔËflÚ‡ Ì‡ Ì‡ÒÂÎÂ-
ÌËÂÚÓ, Í‡ÍÚÓ Ë Â„ÛÎË‡ˆËflÚ‡ Ì‡ ÚÂÂ-
ÌË, ÒÓ·ÒÚ‚ÂÌÓÒÚË Ë „‡‰ÒÍË ÙÛÌÍˆËË.
ÅÂÁ Í‡Ú‡ ÌÂ ÏÓÊÂ ‰‡ ·˙‰Â Ò˙Á‰‡‰ÂÌ‡
ÂÙÂÍÚË‚Ì‡ ËÌÙ‡ÒÚÛÍÚÛ‡, ‰‡ ÒÂ ÔÎ‡-
ÌË‡Ú ÁÂÎÂÌË ÔÎÓ˘Ë, ÔÛ·ÎË˜ÌË Ë ÊË-
ÎË˘ÌË ÔÓÒÚ‡ÌÒÚ‚‡, ‰‡ ÒÂ ‡ÁÔÂ‰Â-
ÎflÚ ‰Ó·Â Ú˙„Ó‚ÒÍËÚÂ ËÎË ËÌ‰ÛÒÚË‡Î-
ÌË ‡ÈÓÌË. ç‡„ÎÂ‰ ÌÂ‚ËÌÌÓ, ËÁÔÓÍ˙Ò‡-
ÌÓ Ô‡˜Â ‡Á„‡ÙÂÌ‡ ı‡ÚËfl, Í‡Ú‡Ú‡ Â
Ò‡ÏÓÚÓ ‚˙ÔÎ˙˘ÂÌËÂ Ì‡ ÏÓ‰ÂÌËfl ‡‰-
ÏËÌËÒÚ‡ÚË‚ÂÌ ‡ÁÛÏ, ÓÔËÚ‚‡˘ ÒÂ ‰‡
‚Î‡‰ÂÂ Ë ÒÚÓË „‡‰‡ ÔÓ Ò‚ÓÈ Ó·‡Á Ë
ÔÓ‰Ó·ËÂ. é˘Â ÔÂ‰Ë ‰ÂÒÂÚËÎÂÚËfl ïÓ-
ıÂ ãÛËÒ ÅÓıÂÒ ‰Ó‚ÂÊ‰‡ ÚÓ‚‡ ‰Ó ÔÂ-
‰ÂÎÌ‡, ·ÓıÂÒÓ‚‡ ıËÔÂ·ÓÎ‡ – Í‡Ú‡,
ÍÓflÚÓ ÒÂ Â ‡Á‡ÒÚÌ‡Î‡ Ë ‚ ÔÓÒÎÂ‰Ì‡
ÒÏÂÚÍ‡ Ì‡Ô˙ÎÌÓ Ò˙‚Ô‡‰Ì‡Î‡ Ò˙Ò Ò‡Ï‡-
Ú‡ ÚÂËÚÓËfl, ÍÓflÚÓ ËÁÓ·‡Áfl‚‡.

Ç ÔÓÂÍÚ‡ Ì‡ ä‡ÒËÏË íÂÁËÂ‚ ÚÓÁË
‡‰ÏËÌËÒÚ‡ÚË‚ÌÓ-Í‡ÚÓ„‡ÙÒÍË Ë‰Â‡Î
Â Á‡ÊË‚flÎ ‰‚ÓÈÌÒÚ‚ÂÌ ÊË‚ÓÚ. èÓÒÚÓÂ-
ÌËflÚ ÓÚ ÌÂ„Ó ËÌÚÂ‡ÍÚË‚ÂÌ ÔÎ‡Ì Ì‡ ëÓ-
ÙËfl Â Ú˙ÍÏÓ Ó·‡ÚÌÓÚÓ Ì‡ ·ÓıÂÒÓ‚‡Ú‡
Í‡Ú‡. ÇËÚÛ‡ÎÌ‡Ú‡ ëÓÙËfl Ì‡ íÂÁËÂ‚
Â ÔÓ‰‚ËÊÌ‡ Ë ÌÂÒÚ‡·ËÎÌ‡, Úfl ÌflÏ‡ Â‰Ë-
ÌÂÌ Ï‡˘‡·, ÌËÚÓ Â Ò‡ÏÓ Í‡Ú‡, Á‡˘ÓÚÓ
ËÒÍÓ‚Ó Ë„‡Â ÏÂÊ‰Û Í‡ÚÓ„‡ÙËfl Ë
‰Û„Ë ËÁÓ·‡ÊÂÌËfl. çÂ„Ó‚‡Ú‡ Í‡Ú‡ ÌÂ
Â Ò‡ÏÓ‰ÓÒÚ‡Ú˙˜Ì‡ ‚ËÁËfl, ‡ ËÏÂÌÌÓ
ÔÓ„‡Ï‡ Ò ÏÌÓÊÂÒÚ‚Ó ‚˙ÁÏÓÊÌÓÒÚË.
éÚÌÂÚ‡ π Â ˜ËÒÚ‡Ú‡ ‚Î‡ÒÚÓ‚‡ „ÂÓÏÂÚ-
Ëfl Ì‡ äÓÌÓÎË‡˘ÓÚÓ éÍÓ, Í˙‰ÂÚÓ
‚ÒflÍ‡ ÚÓ˜Í‡ ËÏ‡ ÌÂÔÓÍÎ‡ÚËÏË ÍÓÓ‰Ë-
Ì‡ÚË: ÔÂÒÔÂÍÚË‚ËÚÂ Ò‡ ÛÏÌÓÊÂÌË,
ÁËÚÂÎflÚ ÌÂ Â ÔÓÒÚ‡‚ÂÌ ‚ ÌflÍ‡Í‚‡

spectator could penetrate, and then
whimsically manipulate the familiar out-
line.

It goes by tradition that the modern map
leaves no room for manipulation, it has to
live up to its reputation of an accurate
and secure tool. Its laid out streets and
quarters should be the output of an invis-
ible and absolute eye which designs the
city underlying its surface (thus ruling it),
as a flat and abstract vision charted out
in Cartesian coordinates. The map
scheme ought to provide not only an
error-free orientation but also an opportu-
nity for a perfect management and con-
trol of the city. By tradition it is not only a
representation but also a tool for the
modern production of the city. Therefore
it is expected to be just one of the forms
of the modern rational pan-opticum.
Short of its unified scale and coordi-
nates, short of its reliability and accura-
cy, the bureaucratic delineation of bor-
oughs would be impossible just like the
successful operation of tax offices,
demographics, city planning, property
management and other council services.
No effective infrastructure can be put in
place without mapping, no parks, no
public, commercial, industrial or residen-
tial areas can be planned out. An unas-
suming peace of graph paper, the map
is an epitome of modern administrative
reason trying to govern and develop the
city in its own spirit and image. Quite a
few years ago Jorge Luis Borges intensi-
fied this to an extreme Borgesian hyper-
bole – a map so so stretched and to
eventually coincide with the mapped ter-
ritory itself.

In Krassimir Terziev’s project this admin-
istrative mapping ideal has assumed a
dual life. His own interactive Sofia plan is
the reverse of Borges’ map. Terziev’s vir-
tual map is mobile and shaky, it has no
single scale, it is not even just a map
having chosen to hazardously jockey
between mapping and other imagery
types. This map is a multiple choice pro-
gramme rather than a self-sufficient
vision. What has been taken away from it
is the sheer power geometry of the con-
trolling eye where each point has



74

‡·ÒÓÎ˛ÚÌ‡ Ì‡·Î˛‰‡ÚÂÎÌ‡ ÚÓ˜Í‡, ‡ ÌÂÔ-
ÂÍ˙ÒÌ‡ÚÓ Â ‚Í‡‚‡Ì ◊‚˙ÚÂ“ – ‚ ÌÂÒË-
„ÛÌÓ, ‰ÂÏÓÍ‡ÚË˜ÌÓ Ë ‡‚‡ÌÚ˛ÌÓ
ÔÓÒÚ‡ÌÒÚ‚Ó, ÍÓÂÚÓ ‚ÒÂÍË ÔËÒ‚Ófl‚‡
Í‡ÍÚÓ ÏÓÊÂ. ÇÏÂÒÚÓ ÔÓ‰ÛÍÚ Ì‡ ‡·ÒÓ-
Î˛ÚÌÓÚÓ ÓÍÓ, ÔÎ‡Ì˙Ú Ì‡ ëÓÙËfl Â ‡ÚËÒ-
ÚË˜Ì‡ Ë„‡ ÏÂÊ‰Û ÏÌÓ„Ó Ó˜Ë, ˙ˆÂ Ë
ÍËÚË˜ÂÒÍË Ò˙ÁÌ‡ÌËfl. ÖÍ‡ÌÌ‡Ú‡ Í‡Ú‡
Ì‡ íÂÁËÂ‚ Ò˙˘Ó ÒÂ ÓÔËÚ‚‡ ‰‡ Ì‡Ô‡‚-
Îfl‚‡ ÔÓ‚Â‰ÂÌËÂÚÓ Ì‡ ÁËÚÂÎfl, ÌÓ ÌÂ ÔÓ
‰ËÒˆËÔÎËÌË‡˘, ‡ ÔÓ Ò˙·Î‡ÁÌËÚÂÎÂÌ
Ì‡˜ËÌ: ÚÛ Â‰ËÌ, ÚÛ ‰Û„ ÒÂÍÚÓ ÓÚ „‡‰-
ÒÍËfl ÔÎ‡Ì ÔËÔÎ‡Ï‚‡Ú, ÂÍÎ‡ÏË‡Ú ÒÂ,
ÒÏÂÌflÚ Ï‡˘‡·‡ ÒË, ÔË‚ÎË˜‡Ú Ó˜ËÚÂ ÏÛ
Ò Â‰Û‚‡˘Ë ÒÂ ·ÎflÒ˙ˆË Ë ÔÓÚ˙ÏÌfl‚‡-
ÌËfl, ÔÓ·ÎflÒ‚‡Ú ÏË„ÌÓ‚ÂÌË ÔÓÒÎ‡ÌËfl
◊è‡ÏÂÚ“, ◊ç‡ÒÎÂ‰ÒÚ‚Ó“, ◊á‡Ó·ËÍ‡Îfl˘‡
ÒÂ‰‡“ – ÒflÍ‡¯ ÔËÏ‡Ï‚‡Ú ‰‡ ÒÂ Ì‡ÏÂ-
ÒË¯, ‰‡ ÔËÔÌÂ¯  Ë ‰‡ ·˙ÍÌÂ¯, Á‡ ‰‡
‡Á·ÂÂ¯ Í‡Í‚Ó ËÏ‡ ÓÚ‰ÓÎÛ. çÓ Ë ÁË-
ÚÂÎflÚ Ò˙‚ÒÂÏ ÌÂ Â Ô‡ÒË‚ÂÌ: ‰‡‰ÂÌ‡ ÏÛ
Â ‚˙ÁÏÓÊÌÓÒÚ ‰‡ ÛÔ‡‚Îfl‚‡ ËÁÓ·‡ÊÂ-
ÌËflÚ‡, ‰‡ ·˙Í‡ Ë ‡Á·˙Í‚‡ Ô‡ÌÓÓÔÚË-
ÍÛÏ‡ ÔÓ Ò‚ÓË ÊÂÎ‡ÌËÂ Ë Î˛·ÓÔËÚÒÚ‚Ó.
íÓÈ ÍÎËÍ‚‡ ÚÛÍ ËÎË Ú‡Ï Ò ÏË¯Í‡Ú‡ ÔÓ
ÔÓ„‡ÏË‡Ì‡Ú‡ ÔÓ‚˙ıÌÓÒÚ: ÓÚ‰ÓÎÛ ÒÂ
ÔÓfl‚fl‚‡Ú ˜ÂÍÏÂ‰ÊÂÚ‡, ‰ÊÓ·Ó‚Â Ë Í‡Ô‡-
ÌË ÓÚ Ó·‡ÁË, ‚ËÁÛ‡ÎÌË ÒÂËË, ‡ÁÍ‡ÁË
Ë ˆ‚ÂÚÓ‚Â... ëflÍ‡¯ Â‡ÎÌËflÚ „‡‰ ÔÓ‰
Í‡Ú‡Ú‡ Â ÌÂ Ì‡Ô˙ÎÌÓ Ó‚Î‡‰flÌ ÓÚ ÌÂfl, ‡
ÒÂ Ò˙ÔÓÚË‚Îfl‚‡ Ë ‚˙ÎÌÛ‚‡, ËÒÍ‡ ‰‡
‚˙‚ÎÂ˜Â ÁËÚÂÎfl ÔÓ‰ ÎÂ‰‡ Ì‡ Í‡ÚÓ-
„‡ÙÒÍ‡Ú‡ ÒË ‡·ÒÚ‡ÍˆËfl, Í˙‰ÂÚÓ ÔÎÛ-
‚‡Ú ÒÚ‡ÌÌË, ÌÂ-Í‡ÚÓ„‡ÙËÛÂÏË ÏÂÒ-
Ú‡ Ë Ë‡ˆËÓÌ‡ÎÌË ÒÓÙËÈÒÍË Ó·ÂÍÚË.
ëÂ‰  ˜ÂÌÓ-·flÎËfl „‡ÙË˜ÂÌ ‰ËÒÔÎÂÈ
ˆ˙Ù‚‡Ú ÒÌËÏÍË Ì‡ ËÁÓÒÚ‡‚ÂÌË ÏÓÒÍ‚Ë-

unshakable coordinates: the perspec-
tives are multiplying, the viewer is not
hitched to an absolute vantage point but
constantly prodded “inside”, into an inse-
cure, democratic and adventurous space
which is put out for grabs. Instead of
being a product of the absolute eye, this
Sofia plan is an artistic game of many
eyes, hands and critical minds. Terziev’s
screen map also tries to steer the view-
er’s behaviour, yet in a seductive rather
than in a disciplinary fashion: one sector
of the city’s outline after the other flare
up, advertise themselves, alter the scale,
catch the eye by blazing up or going cre-
puscular, subliminal messages like mem-
ory, heritage, environment flash out as if
luring one to interfere, to touch and poke
a finger in and get an idea of what’s
underneath. The viewer however is not
passive: he/she is granted the opportuni-
ty to manhandle the images, to stir up
and rearrange the kaleidoscope as
he/she pleases inasmuch as he/she is
curious. The viewer may click throughout
the programmed surface: drawers pop
up from underneath, pockets and traps
of images, visual sequences, stories and
colours… It is as if the map fails to fully
capture the actual underlying city while
the latter is offering resistance and com-
motion trying to drag the viewer under-
neath the ice of cartographic abstraction
where bizarre and unchartable locations
and irrational Sofia objects gurgle up.
Amidst the black and white graphic dis-
play, snapshots of stranded Moskviches,
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˜Ë, Î‡‰Ë Ë Ú‡·‡ÌÚË, ÔÂ‚˙Ì‡ÎË ÒÂ ‚
ÒÚ‡ÌÌË ‡Ú-ÒËÎÛÂÚË ‚ Í‚‡Ú‡ÎÌ‡ ÒÂ-
‰‡, ÔÓ „‡ÙË˜ÌËÚÂ ÛÎËˆË ÚË˜‡Ú ÍÛ˜ÂÌ-
ˆ‡, ÍÛ˜ÂÚ‡, ÍÛ˜Ë˘‡ Ë ‰ËÌÓÁ‡‚Ë... (ä‡-
ÒËÏË íÂÁËÂ‚ ÒÂ Â ÓÔËÚ‡Î ˜ÂÁ ÚÂÁË
‚ËÁÛ‡ÎÌË ÒÂËË ‰‡ ÔÓÍ‡ÊÂ ÒflÍ‡¯
Â‰ËÌÒÚ‚ÂÌËÚÂ Ó·ÂÍÚË Ë Ò˙˘ÂÒÚ‚‡, ÍÓË-
ÚÓ Ó·Â‰ËÌfl‚‡Ú ëÓÙËfl, ÒÚ‡‚‡Ú Ó·˘ ÁÌ‡-
ÏÂÌ‡ÚÂÎ Ì‡ ÌÂÈÌÓÚÓ ÔÓÒÚ‡ÌÒÚ‚Ó...)
èË ‡ÁÎË˜ÂÌ ıÓ‰ Ì‡ ÏË¯Í‡Ú‡ ‚ ÒÂ‰‡-
Ú‡ Ì‡ Í‡ÚÓ„‡ÙË‡Ì Ô‡Í ÓÊË‚fl‚‡
ÛÚÓÔË˜Ì‡ ‰ÂÚÒÍ‡ ÔÎÓ˘‡‰Í‡ Ò ÏËÎËÚ‡-
ËÒÚË˜ÌÓ ‚˙Ó·‡ÊÂÌËÂ: Í‡ÚÂÛ¯ÍË
Í‡ÚÓ Ú‡ÌÍÓ‚Â, Î˛ÎÍË Í‡ÚÓ ÁÂÌËÚÌË Ó˙-
‰Ëfl (‚Ò˙˘ÌÓÒÚ ÌË˘Ó ÛÚÓÔË˜ÌÓ – Ò˙‚-
ÒÂÏ Â‡ÎÌÓ Ë Ó˜ÛÍ‡ÌÓ ÒÓˆË‡ÎËÒÚË˜ÂÒ-
ÍÓ Ú‚ÓÂÌËÂ ‚ ëÂ‚ÂÌËfl Ô‡Í; ÌÂÓ·ıÓ-
‰ËÏÓ Â ·ËÎÓ Ò‡ÏÓ ÌflÍÓÈ Í‡ÚÓ íÂÁËÂ‚
‰‡ „Ó Í‡ÚÓ„‡ÙË‡).

í‡Í‡ ‚ËÚÛ‡ÎÌËflÚ ÔÎ‡Ì Ì‡ ëÓÙËfl ‰Â-
ÏÓÌÒÚË‡, ˜Â ÍÎ‡ÒË˜ÂÒÍ‡Ú‡ Í‡Ú‡ ÌÂ-
ÛÒÔÂ¯ÌÓ ÍËÂ Ù‡„ÏÂÌÚ‡ËÁË‡ÌË
ÔÓÒÚ‡ÌÒÚ‚‡, ÍÓËÚÓ ÌflÏ‡Ú ÌË˘Ó Ó·˘Ó
Â‰ÌÓ Ò ‰Û„Ó, ‡‚Ì‡Ú‡ π ˆflÎÓÒÚÌÓÒÚ Â
‡ÁÍ˙Ò‚‡Ì‡ ÓÚ ÔÓÚÂ„ÎËÎË Á‡ ‡ÁÎË˜ÌË
‰ÂÒÚËÌ‡ˆËË ÒÓˆË‡ÎÌË Ó·ÂÏË. Ç ÔÓÎËÚË-
˜ÂÒÍÓ ÓÚÌÓ¯ÂÌËÂ ÚÓÁË Ó·‡Á Ì‡ íÂÁË-
Â‚ ËÏ‡ ‰‚ÓÈÌÒÚ‚ÂÌ‡ ÙÛÌÍˆËfl. éÚ Â‰Ì‡
ÒÚ‡Ì‡ ÚÓÈ ÛÌË˘ÓÊ‡‚‡ ‚Î‡ÒÚÚ‡ Ì‡
ÔÎÓÒÍÓÚÓ Ô‡Ì-ÓÔÚË˜ÌÓ ÔÓÒÚ‡ÌÒÚ‚Ó:
íÂÁËÂ‚‡Ú‡ Í‡ÚÓ„‡ÙËfl Â ÔÓÔËÎ‡
Ó·ÂÏÌÓÚÓ, ˆ‚ÂÚÌÓÚÓ Ë ÌÂÔÂ‰ÒÚ‡‚ËÏÓ-
ÚÓ – ÓÌÓ‚‡, ÍÓÂÚÓ Í‡‰‡ÒÚË, Ó·˘ËÌË Ë
ÒÎÛÊ·Ë ÌÂ ÏÓ„‡Ú ‰‡ Í‡ÚÓ„‡ÙË‡Ú. éÚ
‰Û„‡ – Ò˙˘ËflÚ Ó·‡Á ‰ÂÏÓÌÒÚË‡, ˜Â
ÔËÒ‚Ófl‚‡ÌÂÚÓ Ì‡ „‡‰‡ Â ‰ÓÒÚË„Ì‡ÎÓ

Ladas and Trabants pop up having mor-
phed into weird art silhouettes in the
neighborhood environment, along the
graphic streets puppies, just dogs, dog-
gie-monsters and dinosaurs trot away…
(through these visual sequences
Krassimir Terziev has been trying to por-
tray the apparently only criterea that unite
Sofia, the single common denominator of
its urban space). In a different move of
the mouse, a utopian kids’ playground
comes alive with a militaristic set of mind
behind it: climbing frames like tanks,
swings like antiaircraft guns (nothing
utopian actually – quite a real and jagged
socialist concoction in the North Park; it
was only waiting for someone like Terziev
to have it mapped out).

This is how Sofia’s virtual sketch demon-
strates that the classical map is a failed
attempt to disguise fragmented spaces
having nothing to do with one another,
that the map’s smooth wholeness is torn
by social volumes striking out to diver-
gent destinations. Politically, this imagery
has dual functions. On one hand, it
destroys the power of the flat pan-optical
space: Terziev’s cartography has sucked
in all that is three-dimensional, colourful

ä‡ÒËÏË íÂÁËÂ‚ / Krassimir Terziev
É‡‰˙Ú Ì‡ ÍÛ˜ÂÚ‡Ú‡ (ÔÓÒÚ-Û·‡ÌËÒÚË˜ÌË ÔÂÈÁ‡ÊË),
2003. îÓÚÓ ÏÓÌÚ‡Ê, 150ı20 ÒÏ, Ù‡„ÏÂÌÚ
The City of Dogs (post-urban landscapes), 2003
Photomontage, 150x20 cm, fragment
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and unimaginable – what cadastre and
council services are incapable of map-
ping out. On the other hand, the same
imagery suggests that the city appropria-
tion has reached extrems whereby the
city falls apart as a polis or public space.
Terziev’s map is overwhelmed by private
initiative, markets and marketlets have
ultimately razzed the public space and
the agora. The city has turned into a het-
erogeneous, pluralist a-opticum una-
menable to comprehensive view and
thought. Not even the map can recover
its completeness. Its interactive mecha-
nism shortcircuits the viewers’ curiosities
from above and the eruptions of live city
forms from underneath the graphic
abstractions: thus what has remained
from the flat administrative instrument is
only a brittle surface, which spectators
and city keep trespassing both ways.

Terziev has packaged a few of the image
sequences emerging out of the map into
individual video installations. They repre-
sent instances of spaces absorbed by
the population aside from or head on
against urban reasoning, so egregious
as to merit the right to pop out of the
map and take on separate lives in the
next exhibition room. The children’s play-
ground decorated during the 80s is
shown as a ritual of consumerist and
kitschy entertainment, rearranging Sofia’s
ideological spaces. The piped tanks,
cannons, Katiushas and self-propelling
devices have been appropriated by post-
socialist parents and kiddies consuming
their own stuff where they find it without
any sensitivity for ideological incongruity,
without conscience for the clash between
(capitalist) entertainment and (cold) war,
without any recollection for endearing
soc-sing-a-songs like “children play at
soldiers, they assault one another from
both sides… however were it not the chil-
dren but the fathers…”.

The illegal open-air flea market in its turn
stages an invasion of the city by grass-
roots private initiative, out of the concrete
trough where the same city has attempt-
ed to pack away nature. That is, similarly
to the stray dogs (Terziev calls them
signs of nature’s (the irrational) vindica-

‰Ó ÂÍÒÚÂÏÛÏË, ‚ ÍÓËÚÓ ÚÓÈ ÒÂ ‡ÁÔ‡‰‡
Í‡ÚÓ ÔÓÎËÒ Ë Ó·˘Ó „‡Ê‰‡ÌÒÍÓ ÔÓÒÚ-
‡ÌÒÚ‚Ó. ä‡Ú‡Ú‡ Ì‡ íÂÁËÂ‚ Â ÒflÍ‡¯
ÔÂ‚ÁÂÚ‡ ÓÚ ˜‡ÒÚÌ‡Ú‡ ËÌËˆË‡ÚË‚‡, Ô‡-
Á‡ËÚÂ Ë Ô‡Á‡˜ÂÚ‡Ú‡ Ò‡ ÛÌË˘ÓÊËÎË
ÓÍÓÌ˜‡ÚÂÎÌÓ ÔÛ·ÎË˜ÌËÚÂ ÔÓÒÚ‡ÌÒÚ‚‡
Ë ‡„Ó‡Ú‡... É‡‰˙Ú ÒÂ Â ÔÂ‚˙Ì‡Î ‚
ıÂÚÂÓ„ÂÌÂÌ, ÔÎÛ‡ÎËÒÚË˜ÂÌ ‡-ÓÔÚËÍÛÏ,
ÍÓÈÚÓ ÌÂ ÏÓÊÂ ‰‡ ·˙‰Â ‚Ë‰flÌ Ë ÏËÒÎÂÌ
ÚÓÚ‡ÎÌÓ. ÑÓË Í‡Ú‡Ú‡ ÌÂ ÏÓÊÂ ‰‡
Ì‡Ô‡‚Ë ÚÓ‚‡. àÌÚÂ‡ÍÚË‚ÌËflÚ π ÏÂı‡-
ÌËÁ˙Ï ‰‡‚‡ Ì‡ Í˙ÒÓ Î˛·ÓÔËÚÒÚ‚‡Ú‡ Ì‡
ÁËÚÂÎËÚÂ ÓÚ„ÓÂ Ë ÂÛÔˆËËÚÂ Ì‡ ÊË‚Ë-
ÚÂ „‡‰ÒÍË ÙÓÏË ÓÚ‰ÓÎÛ, ÔÓ‰ „‡ÙË˜-
ÌËÚÂ ‡·ÒÚ‡ÍˆËË: Ú‡Í‡ ÓÚ ÔÎÓÒÍËfl ‡‰-
ÏËÌËÒÚ‡ÚË‚ÂÌ ËÌÒÚÛÏÂÌÚ Â ÓÒÚ‡Ì‡Î‡
Ò‡ÏÓ ÍÂıÍ‡ ÔÓ‚˙ıÌÓÒÚ, ÍÓflÚÓ ÁËÚÂ-
ÎË Ë „‡‰ ÌÂÔÂÍ˙ÒÌ‡ÚÓ ÔÂÍ‡˜‚‡Ú ‚
‰‚Â ÔÓÒÓÍË.

çflÍÓÎÍÓ ÓÚ ÔÓfl‚fl‚‡˘ËÚÂ ÒÂ ÒÂËË Ó·-
‡ÁË ‚ Í‡Ú‡Ú‡ ·flı‡ Ó·ÓÒÓ·ÂÌË ÓÚ íÂ-
ÁËÂ‚ ‚ Ò‡ÏÓÒÚÓflÚÂÎÌË ‚Ë‰ÂÓ-ËÌÒÚ‡Î‡-
ˆËË. íÂ ÔÂ‰ÒÚ‡‚flÚ ÔËÏÂË Ì‡ ÛÒ‚ÓÂ-
ÌË ÓÚ Ì‡ÒÂÎÂÌËÂÚÓ ÔÓÒÚ‡ÌÒÚ‚‡, ÍÓË-
ÚÓ ÒÂ ‡ÁÔÓÎ‡„‡Ú ÔÓÍ‡È Ë ÒÂ˘Û ÎÓ„Ë-
Í‡Ú‡ Ì‡ Û·‡ÌËÒÚË˜ÌËfl ‡ÁÛÏ – Á‡ÚÓ‚‡
ËÏ ·Â ‰‡‰ÂÌÓ Ô‡‚ÓÚÓ ‰‡ ËÁÒÍÓ˜‡Ú ÓÚ
Í‡Ú‡Ú‡ Ë ‰‡ Á‡ÊË‚ÂflÚ Ò‡ÏÓÒÚÓflÚÂÎÂÌ
ÊË‚ÓÚ ‚ Ò˙ÒÂ‰ÌÓÚÓ ËÁÎÓÊ·ÂÌÓ ÔÓÏÂ-
˘ÂÌËÂ. ÑÂÚÒÍ‡Ú‡ ÔÎÓ˘‡‰Í‡, ÛÍ‡ÒÂÌ‡
ÔÂÁ 80-ÚÂ, Â ÔÓÍ‡Á‡Ì‡ Í‡ÚÓ ËÚÛ‡Î Ì‡
ÍÓÌÒÛÏ‡ÚË‚ÌÓ-ÍË˜ÓÁÌ‡Ú‡ Á‡·‡‚‡, ÍÓÈ-
ÚÓ ÔÂÙÛÌÍˆËÓÌ‡ÎËÁË‡ Ë‰ÂÓÎÓ„Ë˜ÂÒ-
ÍËÚÂ ÔÓÒÚ‡ÌÒÚ‚‡ Ì‡ ëÓÙËfl. í˙·ÌËÚÂ
Ú‡ÌÍÓ‚Â, Ó˙‰Ëfl, Í‡Ú˛¯Ë Ë Ò‡ÏÓıÓ‰ÌË
ÛÒÚ‡ÌÓ‚ÍË Ò ‡‰ÓÒÚ Ò‡ ÔËÒ‚ÓÂÌË ÓÚ
ÔÓÒÚ-ÒÓˆË‡ÎËÒÚË˜ÂÒÍËÚÂ Ó‰ËÚÂÎË Ë
‰Âˆ‡, ‚ÁËÏ‡˘Ë-ÍÓÌÒÛÏË‡˘Ë Ò‚ÓÂÚÓ
Ú‡Ï, Í˙‰ÂÚÓ „Ó Ì‡ÏÂflÚ – ·ÂÁ ÛÒÂÚ Á‡
Ë‰ÂÓÎÓ„Ë˜ÂÒÍ‡ ÌÂÒ˙‚ÏÂÒÚËÏÓÒÚ, ·ÂÁ
Ò˙ÁÌ‡ÌËÂ Á‡ ÍÓÌÚ‡ÒÚ ÏÂÊ‰Û (Í‡ÔËÚ‡-
ÎËÒÚË˜ÂÒÍÓ) Á‡·‡‚ÎÂÌËÂ Ë (ëÚÛ‰ÂÌ‡)
‚ÓÈÌ‡, ·ÂÁ ÒÔÓÏÂÌ Á‡ Ú‡ÍË‚‡ ÏËÎË ÒÓˆ-
ÔÂÒÌË˜ÍË Í‡ÚÓ ◊ÑÂˆ‡ Ë„‡flÚ Ì‡ ‚ÓÈÌË-
ˆË, Ì‡Ô‡‰‡Ú ÒÂ ÓÚ ‰‚Â ÒÚ‡ÌË ... ÌÓ ‡ÍÓ,
ÌÂ ‰Âˆ‡Ú‡, ‡ ·‡˘ËÚÂ ...“

çÂÎÂ„‡ÎÌËflÚ Ô‡Á‡ Ô˙Í ËÌÒˆÂÌË‡ Í‡Í
˜‡ÒÚÌ‡Ú‡ ËÌËˆË‡ÚË‚‡ ÔÂ‚ÁÂÏ‡ „‡‰‡
ÓÚ‰ÓÎÛ, ÓÚ ·ÂÚÓÌÌÓÚÓ ÍÓËÚÓ, ‚ ÍÓÂÚÓ
Ò˙˘ËflÚ ÚÓÁË „‡‰ ÒÂ Â ÓÔËÚ‡Î ‰‡ ÒÏÂÒ-
ÚË ÔËÓ‰‡Ú‡. í.Â., ÔÓ‰Ó·ÌÓ Ì‡ ·ÂÁ‰ÓÏ-
ÌËÚÂ ÍÛ˜‡Ú‡ (íÂÁËÂ‚ „Ë Ì‡Ë˜‡ ÁÌ‡ˆË
Á‡ Â‚‡Ì¯‡ Ì‡ ÔËÓ‰‡Ú‡ – Ë‡ˆËÓ-
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Ì‡ÎÌÓÚÓ – Ì‡‰ ÍÛÎÚÛ‡Ú‡), Ô‡Á‡˙Ú Òfl-
Í‡¯ ËÁÔ˙ÎÁfl‚‡ ÓÚ ÓÚ‰ÓÎÛ, ÓÚ ıÚÓÌË˜ÌË-
ÚÂ ÔÓÒÚ‡ÌÒÚ‚‡. ê‡ÁÔÓÎÓÊËÎ ÒÂ Â ‚
ÔÂ‰‚ÂËÂÚÓ Ì‡ Ï˙ÒÌ‡Ú‡ ‚Ó‰‡, ‰Ó
Ú‡ÈÌËÚÂ ‰ÛÔÍË Ì‡ Í‡Ì‡ÎËÁ‡ˆËflÚ‡, ‚
ÔÓˆÂÔËÚÂ, ‚ ÍÓËÚÓ ÔËÓ‰‡Ú‡ Ë Û·‡-
ÌËÒÚË˜Ì‡Ú‡ ÍÛÎÚÛ‡ ‚ÒÂ Ó˘Â ÔÓ‰˙Î-
Ê‡‚‡Ú ·ËÚÍ‡Ú‡ ÒË. íÓ‚‡ Â Ò˙‚ÒÂÏ ‰Û„
Ó·‡Á Ì‡ Í‡ÔËÚ‡Î‡ Ë Ô‡Á‡‡, Ò˙‚ÒÂÏ
‡ÁÎË˜ÂÌ ÓÚ ÚflıÌËfl ‰ÓÏËÌË‡˘ Ò˙‚Â-
ÏÂÌÂÌ ÌÂÓ-ÎË·Â‡ÎÂÌ ‡ÔÓÚÂÓÁ. Ç˙‚ ‚Ë-
ÁËflÚ‡ Ì‡ íÂÁËÂ‚ ÒÚËıËflÚ‡ Ì‡ ˜‡ÒÚÌ‡Ú‡
ËÌËˆË‡ÚË‚‡ Ë ‡ÁÏflÌ‡Ú‡ Â ÒflÍ‡¯ ÔÓÎÛ-
ÔËÓ‰Ì‡, ÔÓÎÛ-˙Ì‰˙„‡ÛÌ‰ ÒÚËıËfl,
Ô˙ÎÁfl˘‡ ÔÓ‰ ÍÓÊ‡Ú‡ Ì‡ „‡‰‡, ‚ ÌÂÓı-
‡Ìfl‚‡ÌËÚÂ ÏÛ ÓÚ‚ÓË Ë Í‡Ì‡ÎË – ÒÂ-
˘Û ÌÂfl ÌflÏ‡ Á‡˘ËÚ‡, „‡‰˙Ú ‰ÓË ÌÂ fl
Á‡·ÂÎflÁ‚‡, ‡ fl ËÎ˛ÒÚË‡ Á‚ÛÍÓ‚Ó Ò
Ì‡È-·‡Ì‡ÎÌÓÚÓ Ë ÌÂÌÛÊÌÓ ‡‰ËÓ-ÔÂ-
‰‡‚‡ÌÂ Á‡ ÌË‚ÓÚÓ Ì‡ ÂÍ‡ ÑÛÌ‡‚, ·ÂÁ-
ÒÏËÒÎÂÌÓ Ú‡Â˘Ó ‚Â˜Â ‰ÂÒÂÚËÎÂÚËfl...

ÇÒÂ Ô‡Í Á‡ ÓÒÌÓ‚ÂÌ  ‚ËÁÛ‡ÎÂÌ ÍÓÌÚ‡-
ÔÛÌÍÚ Ì‡ ËÌÚÂ‡ÍÚË‚Ì‡Ú‡ Í‡Ú‡ Ì‡ ëÓ-
ÙËfl ä‡ÒËÏË íÂÁËÂ‚ ·Â ËÁ·‡Î ‰Û-
„‡ ‚Ë‰ÂÓ-ËÌÒÚ‡Î‡ˆËfl, ÔÓÒÚÓÂÌ‡ ‚ ÔÓ-
ÚË‚ÓÔÓÎÓÊÌ‡Ú‡ ˜‡ÒÚ Ì‡ ËÁÎÓÊ·ÂÌ‡Ú‡
Á‡Î‡. àÒÚÓËflÚ‡ Ì‡ ÌÂÈÌÓÚÓ Ò˙Á‰‡‚‡ÌÂ
Â ÔÓÒÚË˜Í‡: ıÛ‰ÓÊÌËÍ˙Ú Ì‡ÂÏ‡ ÒÚ‡-
ÚËÒÚË, Ó·ÎË˜‡ „Ë ‚ ÍÓÒÚ˛ÏË ÓÚ ‡ÁÎË˜-
ÌË ÂÔÓıË, ËÁ‚ÎÂ˜ÂÌË ÓÚ ÂÍ‚ËÁËÚ‡, Ë „Ë
ÓÒÚ‡‚fl ÌflÍÓÎÍÓ ˜‡Ò‡ ·ÂÁ ËÌÒÚÛÍˆËË ‚
Â‰Ì‡ ·ÛÚ‡ÙÓÌ‡ ÛÎË˜Í‡ Ì‡ äËÌÓˆÂÌÚ˙
◊ÅÓflÌ‡“. íÂ ˜‡Í‡Ú Ë ÒÂ ‡ÁıÓÊ‰‡Ú Â‰ËÌ
‰Ó ‰Û„ Í‡ÚÓ ÔÓ‰‚ËÊÂÌ Ó·‡Á Ì‡ „‡‰Ò-
Í‡Ú‡ ıÂÚÂÓ„ÂÌÌÓÒÚ – ‚ÓÈÌË˜ÂÚ‡ ÓÚ
è˙‚‡Ú‡ Ò‚ÂÚÓ‚Ì‡ ‚ÓÈÌ‡ Ë „ÓflÌË, ÎÂ-
„ËÓÌÂË Ë „‡‰ÒÍË ÍÛ‚Ë, ˜ÂÚÌËˆË Ë

tion over culture), the marketplace seems
to crawl out from underneath, from the
chtonian spaces. The market has been
located alongside the sewage canal, next
to the clandestine sludge pipe outlets, in
the cleavages where nature and urban
culture are pitted against one another.
This is an image of capital and market
veering wildly from the dominating up-to-
date neo-liberal ferver. Within Terziev’s
vision, the elemental private initiative and
exchange come across as a semi-natu-
ral, half-underground force, creeping
underneath the city’s epidermis, in and
out of its unguarded orifices and tracts.
There is no protection against such a
force, the city does not even take notice
of it having chosen the most hackneyed
and needless radio emission as a sound-
track – the Danube level benchmarking
meaninglessly carrying on through the
decades.

Still, as a key visual counterpoint to the
Sofia interactive map, Terziev has picked
out another video installation and fixed it
across at the opposite corner of the
gallery. There is a rather simple story
behind its creation: the artist hired extras,
had them clad in period costumes from
the requisite and left them alone and

ä‡ÒËÏË íÂÁËÂ‚ / Krassimir Terziev
Ö‰ÌÓ ÏflÒÚÓ (‰ÂÚÒÍ‡ ÔÎÓ˘‡‰Í‡), 2004
îÓÚÓ„‡ÙËË
A Place (children’s playground), 2004
Photography
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ÏÓÒÍË Í‡ÔËÚ‡ÌË, Ô‡ÚËÈÌË ÒÂÍÂÚ‡-
Ë, ÁÏÂÈÓ‚Â Ë ‚˙Á‡ÒÚÌË ·ÛÊÓ‡ÁÌË
‰‡ÏË. ÇËÊ‰‡ÎË ÒÏÂ ÌflÍ˙‰Â ÚÂÁË ÍÓÒ-
Ú˛ÏË Ë ÚÂÁË ÎËˆ‡: ˆflÎ‡Ú‡ ÒˆÂÌ‡ Ì‡-
ÔÓÏÌfl Ì‡ ÏÌÓ„Ó ·˙Î„‡ÒÍË ÙËÎÏË Â‰-
ÌÓ‚ÂÏÂÌÌÓ Ë Ì‡ ÌËÚÓ Â‰ËÌ ÍÓÌÍÂÚÌÓ,
‚ ÌÂfl ËÏ‡ ÌÂ˘Ó ÔÓÁÌ‡ÚÓ Ë Á‡Â‰ÌÓ Ò
ÚÓ‚‡ ‰˙Î·ÓÍÓ ‡·ÒÛ‰ÌÓ. Ä·ÒÓÎ˛ÚÌÓÒÚ-
Ú‡ Ì‡ ÓÍÓÚÓ – ÚÓÁË Ô˙Ú ÓÍÓÚÓ Ì‡ Í‡ÏÂ-
‡Ú‡ – Â ÓÚÌÓ‚Ó Ô‡Ó‰Ë‡Ì‡: ‚ËÁËflÚ‡
ÒÂ ‡ÁÔ‡‰‡ Ì‡ ˆËÚ‡ÚË Ë ÔÓÎÛ-ˆËÚ‡ÚË, ‡
ÚÂ ÌË ‚Ó‰flÚ ‚ ‰Û„Ë ÔÓÒÚ‡ÌÒÚ‚‡, ÍÓË-
ÚÓ ÌË ÒÂ ÒÚÛ‚‡, ˜Â ˘Â ‡ÁÔÓÁÌ‡ÂÏ
‚ÒÂÍË ÏÓÏÂÌÚ, ÌÓ ÚÂ Ò‡ÏÓ ÌË ‚Ó‰flÚ ÔÓ-
Ì‡Ú‡Ú˙Í, ÔÓ-Ì‡Ú‡Ú˙Í...

àÌ‡˜Â ÔË‚Ë‰ÌÓ ‚ÒË˜ÍÓ ËÁ„ÎÂÊ‰‡ ËÁ-
‰˙Ê‡ÌÓ ‚ ÍÎ‡ÒË˜ÂÒÍÓ Â‰ËÌÒÚ‚Ó – ‚Â-
ÏÂ, ÏflÒÚÓ, ‰ÂÈÒÚ‚ËÂ. èË‚Ë‰ÌÓ. á‡˘Ó-
ÚÓ ‡ÍÓ ‚ ÔÂ‰Ë¯Ì‡Ú‡ ËÌÒÚ‡Î‡ˆËfl Ó·ÂÍÚ
Ì‡ ËÌÚÂ‡ÍÚË‚Ì‡ Ô‡Ó‰Ëfl Â Â‰ËÌÌÓÒÚÚ‡
Ì‡ ÔÓÒÚ‡ÌÒÚ‚ÓÚÓ, ÚÓ ÚÛÍ ‚ ˆÂÌÚ˙‡ Â
ËÏÂÌÌÓ Ë„‡Ú‡ Ò „‡‰ÒÍÓÚÓ ‚ÂÏÂ Ë Ò
Ó˜‡Í‚‡ÌÂÚÓ Á‡ ÌÂ„Ó‚Ó Â‰ËÌÒÚ‚Ó. èÓ
Ú‡‰ËˆËfl ÔÓÒÎÂ‰ÌÓÚÓ ·Ë Úfl·‚‡ÎÓ ‰‡
·˙‰Â ÓÒË„ÛÂÌÓ ˜ÂÁ Ó·˘Ó, Ï‡˘‡·ÌÓ
‰ÂÈÒÚ‚ËÂ (Í‡ÍÚÓ ‚ ÓÏ‡ÌË Í‡ÚÓ ◊èÓ‰
Ë„ÓÚÓ“ ËÎË ◊í˛Ú˛Ì“, Ì‡ÔËÏÂ, ‚ ÍÓËÚÓ
„‡ÎÂËflÚ‡ ÓÚ Ó·‡ÁË ‚ Â‰ËÌ ÏÓÏÂÌÚ
·Ë‚‡ ‚˙‚ÎÂ˜ÂÌ‡ ‚˙‚ ‚ÒÂÓ·˘Ëfl ÚÂ‡Ú˙
Ì‡ ËÒÚÓËflÚ‡). çÓ ‚ ÚÂ‡Ú‡ÎÌÓ-„‡‰Ò-
Í‡Ú‡ ËÌÒÚ‡Î‡ˆËfl Ì‡ íÂÁËÂ‚ ÏÂÚ‡ÙË-
ÁË˜ÌË „ÂÓË Í‡ÚÓ ÑÂÈÒÚ‚ËÂ Ë àÒÚÓËfl
Ú‡Í‡ Ë ÌÂ ÒÂ ÔÓfl‚fl‚‡Ú. àÏ‡ Ò‡ÏÓ ˜‡Í‡-
ÌÂ Ë ÏÓÚ‡ÂÌÂ – ı‡‡ÍÚÂÌË „‡‰ÒÍË
Ò˙ÒÚÓflÌËfl. ëÚ‡ÚËÒÚËÚÂ ˜‡Í‡Ú ‰‡ ÔÓÎÛ-
˜‡Ú ËÌÒÚÛÍˆËË Ë ‰‡ Á‡ÔÓ˜ÌÂ Ì‡È-ÔÓÒ-
ÎÂ ËÒÚËÌÒÍËflÚ ÂÍ¯˙Ì – Ú‡ÍË‚‡ ÌÂ Ë‰-
‚‡Ú. Ç˙‚ ‚˙Á‰Ûı‡ ËÏ‡ Ò‡ÏÓ ‡Î˛ÁËË –
Ù‡„ÏÂÌÚË ÓÚ 13-‚ÂÍÓ‚Ì‡Ú‡ ·˙Î„‡ÒÍ‡
ËÒÚÓËfl, Ú‡Í‡ Ë ÌÂ Ì‡Â‰ÂÌË Â‰ËÌ ÒÎÂ‰
‰Û„, ÔÂ‰ÛÒÂÚÂÌË, ‚˙ÁÏÓÊÌË Ù‡·ÛÎË.
ó‡Í‡˘ËÚÂ ÌÂ ÁÌ‡flÚ, ˜Â Ò‡ Ò‡ÏÓ ÔÂ‰-
‡ÍÚ¸ÓË: ‡ÚÓÏË ÓÚ ‡ÁÎË˜ÌË ÍÓÌÚÂÍÒÚË,
ÔÓÚÂÌˆË‡ÎÌË ‡ËË ÓÚ ‡ÁÎË˜ÌË ÓÔÂË,
ÍÓËÚÓ Ú‡Í‡ Ë ÌflÏ‡ ‰‡ Á‡ÔÓ˜Ì‡Ú...

íÛÍ ËÌÚÂÂÒ˙Ú Ì‡ ıÛ‰ÓÊÌËÍ‡ Í˙Ï ÔÓ-
ˆÂÒËÚÂ Ì‡ ‡ÚÓÏËÁË‡ÌÂ ‚ „‡‰‡ Â ÓÚË-
¯˙Î ÒÚ˙ÔÍ‡ ÔÓ-Ì‡Ú‡Ú˙Í: ‚Ë‰ÂÓ-ËÌÒÚ‡Î‡-
ˆËflÚ‡ „Ó‚ÓË ÌÂ Ò‡ÏÓ Á‡ ÓÚ‰ÂÎÌËÚÂ
‡ÚÓÏË, ‡ Ë Á‡ ÒÚ‡ÌÌ‡Ú‡ ÙÓÏ‡ Ì‡ Úflı-
Ì‡Ú‡ Ò˙‚ÏÂÒÚÌÓÒÚ, ÍÓflÚÓ Ò˙‚ÂÏÂÌÌËflÚ
„‡‰ ‚ÒÂ Ô‡Í ÓÒ˙˘ÂÒÚ‚fl‚‡. Ç˙ÔÂÍË

instruction-free in a little dummy street up
in “Boyana” Film Centre. The extras were
milling around like a busy-work image of
urban heterogeneity: troupers from WW1
and forest rangers, legionnaires and city
tarts, volunteers and sea captains, party
secretaries, dragons and elderly bour-
geoisie ladies. We have seen most
pieces of this motley attire and these
faces somewhere: the scene is strongly
reminiscent of a whole lot of Bulgarian
films failing to focus on a single particu-
lar one, it is both familiar and grossly
absurd. The absolute nature of the eye –
this time the eye is the cine-camera – is
once again spoofed: the vision falls apart
into quotations and quasi-quotations,
they lead us along into other realms we
are just about to pinpoint but are only
dragged on further and further…

Otherwise, it all seems to be contained
within the classical unity – time, place

ä‡ÒËÏË íÂÁËÂ‚ / Krassimir Terziev
Ö‰ËÌ Ô‡Á‡ (ÌË‚‡Ú‡ Ì‡ ÂÍ‡ ÑÛÌ‡‚), 2004
ä‡‰˙ ÓÚ ‚Ë‰ÂÓ
A Market (the levels of the river Danube), 2004
Video still

ÒÚ. 78 – 79 / pp. 78 – 79
Ö‰ËÌ ÙËÎÏ (ËÌÒˆÂÌËÓ‚Í‡ Ì‡ ÙËÎÏÓ‚‡ ÔÓ‰ÛÍˆËfl),
2004. îÓÚÓ„‡ÙËË
A Film (staging a film production), 2004
Photography
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ÓÚ˙ÒÚ‚ËÂÚÓ Ì‡ Ò˛ÊÂÚ Ë ËÒÚÓË˜ÂÒÍ‡
‰‡Ï‡, ·ÓflÌÒÍ‡Ú‡ ‚Ë‰ÂÓËÌÒÚ‡Î‡ˆËfl Ì‡
íÂÁËÂ‚ ‰ÂÏÓÌÒÚË‡ Í‡Í ‡ÁÎË˜ÌËÚÂ
ÒÓˆË‡ÎÌË Ò‚ÂÚÓ‚Â ‚Á‡ËÏÌÓ ÒÂ Ô‡Ó‰Ë-
‡Ú ‚ Ò‚ÓÂÚÓ Ó˜‡Í‚‡ÌÂ ‰‡ ÒÂ ÒÎÛ˜Ë
ÌÂ˘Ó Ì‡ËÒÚËÌ‡ Ò˙‚ÏÂÒÚÌÓ, Ï‡˘‡·ÌÓ.
äÓÂÚÓ, ‚ÔÓ˜ÂÏ, ËÏ ÔÂ˜Ë ‰‡ Á‡·ÂÎÂ-
Ê‡Ú ‡·ÒÛ‰Ì‡Ú‡ ÒË Á‡Â‰ÌÓÒÚ. íÂ ‚ÒË˜-
ÍË Û˜‡ÒÚ‚‡Ú ‚ „‡‰ÒÍËfl ÚÂ‡Ú˙ Ì‡ ÏÂÊ-
‰Û‚ÂÏËÂÚÓ, ÍÓÈÚÓ ‰Ó·Â ÔÓÁÌ‡‚‡ÏÂ.
á‡˘ÓÚÓ ‰ÓÍ‡ÚÓ ÏÂÊ‰Û‚ÂÏÂÌÌÓ ˜‡Í‡Ú
àÒÚÓËflÚ‡ (ËÎË Ò‚ÓËÚÂ Ò˙‚ÒÂÏ ‡ÁÎË˜-
ÌË ËÒÚÓËË – ÍÓÈ ÁÌ‡Â?), ‚ÓÈÌË˜ÂÚ‡Ú‡
Ë ·ÛÊÓ‡ÁÌËÚÂ ‰‡ÏË, „ÓflÌËÚÂ Ë Í‡ÔË-
Ú‡ÌËÚÂ Ú‡Í‡ Ë ÌÂ Ó·˙˘‡Ú ‚ÌËÏ‡ÌËÂ Ì‡
ÔÂ‰‚‡ËÚÂÎÌÓÚÓ: „Ó‚ÓflÚ ÒË, ÒÏÂflÚ
ÒÂ, ÙÎËÚÛ‚‡Ú, ÒÍÛ˜‡flÚ Á‡Â‰ÌÓ, fl‰ÓÒ‚‡Ú
ÒÂ Á‡Â‰ÌÓ, ÊË‚ÂflÚ Á‡Â‰ÌÓ, ÓÒÚ‡‚‡ÈÍË
ÔÓ‰ ÍÓÒÚ˛ÏËÚÂ ÒË ·ÂÁÍ‡ÈÌÓ ‰‡ÎÂ˜Â Ë
·ÂÁÍ‡ÈÌÓ ·ÎËÁÓ Â‰ËÌ ‰Ó ‰Û„... ◊äÓÈ Â
ÚÓÁË „‡‰“ ÎË? – Ú‡ ÚÓ‚‡ Â ëÓÙËfl, ‚ËÊ-
ÚÂ fl – ·ÛÚ‡ÙÓÂÌ ıÓÌÓÚÓÔ, ‚ ÍÓÈÚÓ
Â‰ËÌÒÚ‚ÂÌÓÚÓ Ó·Â‰ËÌfl‚‡˘Ó Ò‡ ÌÂ ÔÓ-
ÎËÚË˜ÂÒÍÓÚÓ Ë ÔÛ·ÎË˜ÌÓ ÔÓÒÚ‡ÌÒÚ‚Ó
Ì‡ ‡„Ó‡Ú‡, ‡ ÒËÎÛÂÚ˙Ú Ì‡ ÇËÚÓ¯‡ Ë
Ò˙‚ÏÂÒÚÌ‡Ú‡ ÒÍÛÍ‡. íÓ‚‡ Â Ë ˆflÎÓÚÓ
ÏËÌËÏ‡ÎÌÓ (ÏËÌËÏ‡ÎËÒÚË˜ÌÓ, ÚÂÁËÂ‚-
ÒÍÓ) Â‰ËÌÒÚ‚Ó Ì‡ „‡‰‡, ÓÚ ÍÓÈÚÓ ËÌ‡˜Â
ÌÂ Â ÓÒÚ‡Ì‡Î ÌËÍ‡Í˙‚ Ó·˘ „‡Ê‰‡ÌÒÍË
ÍÓÌÚÛ.

éÌÓ‚‡, ÍÓÂÚÓ ËÁ‚ÂÚfl‚‡

ÉÛÔ‡Ú‡ X-tendo Ò˙˘Ó ËÒÍ‡¯Â ‰‡ Ì‡Ô-
‡‚Ë ‚Ë‰ËÏÓ ‚ÂÏÂÚÓ ‚˙‚ ◊‚ËÁËflÚ‡ Ì‡
„‡‰‡“, ÌÓ ‚ Ò˙‚ÒÂÏ ‰Û„ ÒÏËÒ˙Î Ë ÔÓ-
‰Û„ Ì‡˜ËÌ. åÎ‡‰ËÚÂ ÚÂ‡Ú‡ÎË ÊË‚ÂflÚ
‚ Ô˙ÙÓÏ‡ÌÒ‡ Ë ‚ËÊ‰‡Ú ëÓÙËfl ÓÚ ÌÂ-
„Ó‚‡Ú‡ ÔÂÒÔÂÍÚË‚‡. á‡Â‰ÌÓ Ò ÚÓ‚‡ ÓÒ-
ÌÓ‚Ì‡Ú‡ ÚÂÏ‡ Ì‡ ÚÂıÌËfl Ô˙ÙÓÏ‡ÌÒ
·Â¯Â ‚Ë‰ËÏÓÒÚÚ‡ Ì‡ „‡‰ÒÍ‡Ú‡ Ô‡ÏÂÚ –
ÚÂÏ‡, Ú‚˙‰Â ÌÂÓ·Ë˜‡ÈÌ‡ Á‡ Ô˙ÙÓ-
Ï‡ÌÒ. á‡˘ÓÚÓ Í‡ÚÓ Ê‡Ì Ô˙ÙÓÏ‡Ì-
Ò˙Ú Â ‡ÌÚË-Ô‡ÏÂÚ, ÚÓÈ Â ÓÌÓ‚‡, ÍÓÂÚÓ ÒÂ
ÒÎÛ˜‚‡ Ë ËÁ˜ÂÁ‚‡, ÌÂÚ‡ÈÌÓÚÓ ÔÓ ‰ÂÙË-
ÌËˆËfl. ëÓÙËfl ˘Â¯Â ‰‡ ·˙‰Â ËÁÒÎÂ‰‚‡-
Ì‡ ÓÚ ÔÂÒÔÂÍÚË‚‡, Á‡Â‰ÂÌ‡ ÓÚ Ò‡ÏÓ-
ÚÓ Ì‡˜‡ÎÓ Ò ‚˙ÚÂ¯ÌÓ ÔÓÚË‚ÓÂ˜ËÂ.

è˙ÙÓÏ˙ÌÒ˙Ú Ì‡ ï-tendo ÒÂ ÒÎÛ˜Ë ‚
ÌflÍÓÎÍÓ ÔÓÂ‰ÌË ÒÛÚËÌË ÔÂÁ Ï‡È
2004, ÍÓ„‡ÚÓ Ó·ÎÂ˜ÂÌËÚÂ ‚ Â‰ÌÓÚËÔÌË
¯ÎËÙÂË Ë Í‡ÒÍÂÚË ‡ÍÚ¸ÓË (Ì‡ÔÓÏÌfl-
˘Ë ÍÓÓÔÂ‡ÚÓË ÓÚ 50-ÚÂ „Ó‰ËÌË, ‰Ó¯-
ÎË Ì‡ ÂÍÒÍÛÁËfl ‚ ÒÚÓÎËˆ‡Ú‡) ÒÂ ÔÓfl‚fl-

and action. Seemingly. Because if in the
previous installation space had been the
subject of interactive spoof here the
emphasis is placed upon tampering with
urban time as well as the expectation for
its eventual unity. It is the tradition that
the latter should be epitomized by a
common large-scale action (as it is in
novels like “Under the Yoke” or
“Tobacco”, for instance, where the
gallery of images unfolds within the uni-
versal theater of history). However, in this
theatrical urban installation metaphysical
characters like Action and History fail to
make an appearance. There is only wait-
ing and pottering – typical urban condi-
tions. The extras await instructions and
the real action to begin but those never
materialize. There is only lateral thinking
in the air – fragments from 13 centuries
of Bulgarian history in disarray and a
host of anticipated plots. Those who wait
are oblivious that they are only fake
actors, atoms from various periods,
potential arias of operas which will never
be performed anyway…

The artist’s interest in the process of
atomization in the city has inched a step
forward: the video installation not only
speaks about the individual atoms but
also of the bizarre form of their compati-
bility which the modern city somehow
manages to materialize. Despite the
absence of a plot and historic drama,
Terziev’s Boyana video installation
demonstrates the way the various social
realms parody one another in an expec-
tation for something really common and
big-scale to come about. This expecta-
tion by the way prevents them from tak-
ing notice of their being together albeit in
such an absurd way. They all take part in
the city theater of interim timeliness we
are all pretty well familiar with. Since
while they are expecting History (or their
own various histories – who knows?) the
troopers and the bourgeoisie ladies, the
rednecks and the captains, fail to heed
the preliminary: they chat, laugh, flirt, get
bored together, go mad together, live
together, remaining under their costumes
endlessly detached from or endlessly
close to one another… “Whose is that
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city”? – Yes, this is what Sofia is about,
look and behold – a dummy, time-place
continuum where the uniting element is
not the political or public space of the
agora but Vitosha’s outline and every-
body’s boredom. This is the whole mini-
mal (minimalist) unity of the city left with-
out any other unifying civic contour.

The thing that evaporates

The X-tendo group was also willing to
make visible the time factor within the
“urban vision” yet in a different sense
and in another way. The young thespians
live within the performance and see Sofia
from its perspective. The key subject of
their performance was the visibility of
urban memory – an unlikely performance
topic. As a genre performance is anti-
memory, it is what happens and vanish-
es, the transient by definition. Sofia was
to be explored from a vantage point
charged with intrinsic contradiction.

The X-tendo performance went on a few
mornings successive in May 2004 when
clad in stereotype raincoats and peak
hoods actors (reminiscent of cooperative
farms members from the 50s having
come to the capital for a jaunt) pop up

‚‡Ú ‚ ˆÂÌÚ‡ÎÌ‡Ú‡ ÒÚ‡ÌˆËfl Ì‡ ÌÓ‚ÓÚÓ
ÒÓÙËÈÒÍÓ ÏÂÚÓ. í‡Ï ÚÂ ÔÓÒÂ˘‡Ú ËÁ-
ÎËÁ‡˘ËÚÂ ÓÚ ÏÓÚËÒËÚÂ Ú˙ÎÔË Ò Ú‡ÌÒ-
Ô‡‡ÌÚË, Ì‡ ÍÓËÚÓ ÔË¯Â ◊èÓÏÓˆËfl“ Ë
◊ê‡ÁÔÓ‰‡Ê·‡“ – ÌflÍ‡Í˙‚ ıË·Ë‰ ÏÂÊ-
‰Û ÎÓÁÛÌ„ Ë ÂÍÎ‡Ï‡. Ä ÒÎÂ‰ ÚÓ‚‡, Òfl-
Í‡¯ Ì‡ Ï‡ÌËÙÂÒÚ‡ˆËfl, Ó„Î‡‚fl‚‡Ú Ò˙Ò
Ò‚ÓËÚÂ Ú‡ÌÒÔ‡‡ÌÚË ·˙Á‡˘ËÚÂ ıÓ‡
Ë ÔÓ‚ÂÊ‰‡Ú Ì‡·Î˙ÒÍ‡Ì‡Ú‡ ÒÎÛ˜‡ÈÌ‡ Â-
‰Ëˆ‡ ÔÂÁ ÂÒÍ‡Î‡ÚÓËÚÂ Ì‡„ÓÂ – Ì‡„Ó-
Â Í˙Ï ËÁıÓ‰‡ ÓÚ ÏÂÚÓÚÓ. à„‡Ú‡ ÏÂÊ-
‰Û ÍÓÏÛÌËÒÚË˜ÂÒÍË Ë Í‡ÔËÚ‡ÎËÒÚË˜ÂÒÍË
ÒËÏ‚ÓÎË ÔÓ‰˙ÎÊ‡‚‡ Ë Ú‡Ï – Ì‡ ÔÎÓ-
˘‡‰Í‡Ú‡ ÔÂ‰ Ò‡ÏËfl ËÁıÓ‰ „ÛÔ‡Ú‡ ÒÂ
ÓÙÓÏfl ‚ Í‡ÒË‚, Í‡ÚÓ ÔË ÔËÓÌÂÒÍË
ÂˆËÚ‡Î, ÔÓÎÛÍ˙„: ·ÛÚ‡ÙÓÌËÚÂ ÍÓÓÔÂ-
‡ÚÓË ÔÓÒÂ˘‡Ú ·˙Á‡˘ËÚÂ Á‡ ‡·ÓÚ‡
Ò ÛÒÏË‚ÍË, ·Ó‰Ó Ì‡ÒÚÓÂÌËÂ Ë ‡ÁÏ‡-
ı‡ÌË Ï‡ÎÍË ÁÌ‡ÏÂÌˆ‡. íÓÁË Ô˙Ú Ú‡ÌÒ-
Ô‡‡ÌÚ˙Ú Â Ò ÍÎ‡ÒË˜ÂÒÍÓÚÓ ◊ç‡ ‰Ó·˙
˜‡Ò!“. åÂÊ‰Û‚ÂÏÂÌÌÓ ‰Û„Ë ‡ÍÚ¸ÓË,
Ó·ÎÂ˜ÂÌË ÔÓ Ò˙˘Ëfl Ì‡˜ËÌ, ÌÓ ÌflÍ‡Í ÌÂ-
Á‡·ÂÎÂÊËÏË, ÒÌÓ‚‡Ú ËÁ Ú˙ÎÔ‡Ú‡ Ë ‡Á-
‰‡‚‡Ú Ï‡ÎÍË ÙÎ‡„˜ÂÚ‡. ïÓ‡Ú‡ „Ë „ÎÂ-
‰‡Ú Ë ÌÂ‰ÓÛÏfl‚‡Ú, Á‡˘ÓÚÓ Ì‡ Úflı Ò ‰Â-
·ÂÌ ¯ËÙÚ Ò‡ ÓÚÔÂ˜‡ÌË ÌÂ‡Á·Ë‡ÂÏË

X-tendo
éÚ Í˙Ï Á‡ Ì‡Ò‡Ï, 2004. ä‡‰Ë ÓÚ ‚Ë‰ÂÓ
Therefrom Hereto, 2004. Video stills
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and down the central station of the new
Sofia subway. They dash in front of the
crowds emerging from train cars holding
up placards reading “Promotion” and
“Sale” – some sort of a crossover
between a slogan and an ad. Thereafter,
as if going on a political rally they head
off the streaming crowds up through the
escalators to the subway exit. The inter-
play between communist and capitalist
symbols is carried on to the platform in
front of the gate where the group shapes
into a handsome semicircle, just like it
used to be at pioneer recitals: the sham
co-op members greet commuters with
smiles, sprightly mood and waving of lit-
tle flags. The placard this time bears the
classical “Bon voyage!”. Meanwhile other
actors clad the same way yet somehow
invisible criss-cross the crowd handing
out little flags. People watch incredulous-
ly because the flags bear small font
inscrutable messages: “Lilly smokes a
cigarette”, “Tsvety is eating a pizza”,
“Elena is drinking mineral water”.

The performance’s video presentation
(once again playing out the tension
between memory and transience) ren-
ders the message even more concentrat-

ÔÓÒÎ‡ÌËfl: ◊ãËÎË ËÁÔÛ¯‚‡ Â‰Ì‡ ˆË„‡-
‡“, ◊ñ‚ÂÚË fl‰Â ÔËˆ‡“, ◊ÖÎÂÌ‡ ÔËÂ ÏË-
ÌÂ‡ÎÌ‡ ‚Ó‰‡“ Ë Ô.

ÇË‰ÂÓ-ÔÓÍ‡Á˙Ú Ì‡ Ô˙ÙÓÏ‡ÌÒ‡ (Ò‡Ï
ÔÓ ÒÂ·Â ÒË Ó˘Â ‚Â‰Ì˙Ê ÔÓË„‡‚‡˘
Ì‡ÔÂÊÂÌËÂÚÓ ÏÂÊ‰Û Ô‡ÏÂÚ Ë ÂÙÂÏÂ-
ÌÓÒÚ) Ô‡‚Ë ÔÓÒÎ‡ÌËÂÚÓ Ó˘Â ÔÓ-ÍÓÌ-
ˆÂÌÚË‡ÌÓ. è˙‚‡Ú‡ ÏÛ ˜‡ÒÚ ÒÂ Ò˙Ò-
ÚÓË ÓÚ ‰‚‡ ÒÎÂÚË Ë Ô‡‡ÎÂÎÌÓ ÏÓÌÚË‡-
ÌË ÙËÎÏ‡, ÔÓÊÂÍÚË‡ÌË Ì‡ ÔÂÔÂÌ‰Ë-
ÍÛÎflÌË ÒÚÂÌË. Ç ÔÓÚË‚ÓÔÓÎÓÊÌËfl
˙„˙Î Ï‡Î˙Í ÚÂÎÂ‚ËÁÓ ÔÓÍ‡Á‚‡ ÙËÎÏ˜Â
Ò ·ËÚÓ‚Ë ÒˆÂÌË Ë ÏÂÒÚ‡ ‚ ëÓÙËfl.

ÉÎ‡‚Ì‡Ú‡ ËÌÒÚ‡Î‡ˆËfl Ì‡ÔÓÏÌfl, ˜Â ‚Ë-
ÁËflÚ‡ Ì‡ „‡‰‡ ËÏ‡ ÚÛ‰ÌÓÓ·Â‰ËÌËÏË
ÔÎ‡ÒÚÓ‚Â ÓÚ ÏËÌ‡ÎÓ ‚ ÒÂ·Â ÒË. 60-ÚÂ Ë
70-ÚÂ „Ó‰ËÌË Ï‡ÌËÙÂÒÚË‡Ú Â‰ÓÏ ‰Ó
Ó·˙Í‡ÌÓÚÓ ÒÌÓ‚‡ÌÂ Ì‡ Í‡ÔËÚ‡ÎËÒÚË-
˜ÂÒÍÓÚÓ Ì‡ÒÚÓfl˘Â. ç‡ ‰flÒÌ‡Ú‡ ˜‡ÒÚ ÓÚ
ÂÍ‡Ì‡-ÒÚÂÌ‡ ÒÂ Â‰flÚ Ï‡ÒÓ‚ÍË ÓÚ ÔÂ-
ËÓ‰‡ Ì‡ ÁÂÎËfl ÒÓˆË‡ÎËÁ˙Ï, Ï‡¯Ë-
Û‚‡Ú Ô‡ÚËÈÌÓ ˘‡ÒÚÎË‚Ë ıÓ‡, ÒÍ‡Ì-
‰Ë‡Ú ◊ë Åäè Ì‡ÔÂ‰!“. éÚÎfl‚Ó, ÔÓ‰ 90
„‡‰ÛÒ‡, ‰Û„Ë Ú˙ÎÔË ÓÚ Û„ËÊÂÌË, Ô‡-
Á‡ÌË Â‰ËÌËˆË ·˙Á‡Ú ËÌ‰Ë‚Ë‰Û‡ÎÌÓ –
‚ÒflÍ‡ ÔÓ Ò‚Ófl Ô˙Ú. ëÎÂ‰‚‡˘ Í‡‰˙ ÓÚ-
‰flÒÌÓ ÔÓÍ‡Á‚‡ ÌÓ‚Ë Ú‡Ï‚‡ÈÌË ÏÓÚË-
ÒË, „Ó‰ÓÒÚ Ì‡ ëÓÙËfl ÒÎÂ‰ ÄÔËÎÒÍËfl
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ed. Its first part comprises of two blend-
ed and parallel edited films projected out
on perpendicular walls. In the opposite
corner, a small TV monitor displays a clip
showing Sofia scenes and places.

The main installation is remindful of the
city’s vision bearing layers of the past
which are hardly fitting into one another.
The 60s and 70s rally alongside the
messy shuttle of the capitalist present.
On the right hand side of the wall a
screen displays mass scenes from the
period of “developed socialism” with elat-
ed people rallying and chanting
“Forward, with the Bulgarian Communist
Party!”. On the left hand side, at a 90
degree angle, other crowds of worrisome
consumer units dash about individually,
each one headed its own way. The next
frame on the right hand side shows off
new tramcars, the pride of Sofia in the
aftermath of the so called April Plenum of
the Central Committee of the BCP in
1956. And while the speaker’s voice
solemnly rants away that the new cars
can go up to 60 km per hour and easily
take over steep slopes and hurdles, on
the left come and go the glossy subway
trains with luxurious meaninglessness.

The films mechanically key together his-
toric times with the single aim of showing
that the assembly is improbable. The
perpendicular screens are a geometric
visual device showing that the socialist
past and the capitalist present are out of
joint. The layers of time are short of com-
mon objective or direction, they some-
how do not follow one another. The pres-
ent is no succession of the heady past
but is moving at a slant against it, obvi-
ously heading in another direction (if any-
where at all). There is neither a common
march nor a shared direction, nor a
Hegelian spiral, not even “the end of his-
tory”. On the right, on top of the most
monumental town scene, in front of the
leader’s mausoleum, the past is relishing
some bright future of its own which is
just round the corner. However, the
future from the past fails to make an
arrival anywhere. The archive footage of
its utopias looks like a ridiculous fiction
rather than reality – was it us? This

ÔÎÂÌÛÏ. à ‰ÓÍ‡ÚÓ ◊„ÓÎÓÒ ‰ËÍÚÓ‡“ Ú˙-
ÊÂÒÚ‚ÂÌÓ Ó·flÒÌfl‚‡, ˜Â ÌÓ‚ËÚÂ Ú‡Ï‚‡Ë
ÒÂ ‰‚ËÊ‡Ú Ò 60 ÍËÎÓÏÂÚ‡ ‚ ˜‡Ò Ë ÔÂ-
Ó‰ÓÎfl‚‡Ú Ò ÎÂÍÓÚ‡ ÒÚ˙ÏÌËÌË Ë ÔÂ-
ÔflÚÒÚ‚Ëfl, ÓÚÎfl‚Ó Ò ÎÛÍÒÓÁÌ‡ ·ÂÁÒÏËÒ-
ÎÂÌÓÒÚ ÔÓ‰˙ÎÊ‡‚‡Ú ‰‡ Ë‰‚‡Ú Ë ‰‡ ÒË
ÓÚË‚‡Ú Î˙ÒÍ‡‚ËÚÂ ‚Î‡ÍÓ‚Ë ÍÓÏÔÓÁËˆËË
Ì‡ ÏÂÚÓÚÓ.

îËÎÏ˙Ú Ò„ÎÓ·fl‚‡ ÏÂı‡ÌË˜ÌÓ ËÒÚÓË-
˜ÂÒÍËÚÂ ‚ÂÏÂÌ‡ Ò‡ÏÓ Á‡ ‰‡ ÔÓÍ‡ÊÂ,
˜Â Ò„ÎÓ·Í‡Ú‡ Â ÌÂ‚˙ÁÏÓÊÌ‡. èÂÔÂÌ‰Ë-
ÍÛÎflÌËÚÂ ÂÍ‡ÌË Ò‡ „ÂÓÏÂÚË˜ÂÌ Ì‡„-
ÎÂ‰, ˜Â ÒÓˆË‡ÎËÒÚË˜ÂÒÍÓÚÓ ÏËÌ‡ÎÓ Ë
Í‡ÔËÚ‡ÎËÒÚË˜ÂÒÍÓÚÓ Ì‡ÒÚÓfl˘Â Ò‡ out of
common joint. óÂ ÔÎ‡ÒÚÓ‚ÂÚÂ Ì‡ ‚ÂÏÂ-
ÚÓ ÌflÏ‡Ú Ó·˘‡ ˆÂÎ, ÌËÚÓ ÔÓÒÓÍ‡, ÌÂ
ÒÎÂ‰‚‡Ú Â‰ËÌ ÒÎÂ‰ ‰Û„. ç‡ÒÚÓfl˘ÂÚÓ
ÌËÍ‡Í ÌÂ ÔÓ‰˙ÎÊ‡‚‡ ˆÂÎÂÛÒÚÂÏÂÌÓ-
ÚÓ ÏËÌ‡ÎÓ, ‡ ÒÂ ‰‚ËÊË ÔÓ‰ ˙„˙Î ÒÔfl-
ÏÓ ÌÂ„Ó – Ó˜Â‚Ë‰ÌÓ ÓÚË‚‡ Ò˙‚ÒÂÏ ‰Û-
„‡‰Â (‡ÍÓ ‚˙Ó·˘Â ÓÚË‚‡ ÌflÍ˙‰Â). çflÏ‡
Ó·˘ ÔÓıÓ‰, ÌËÚÓ ÒÔÓ‰ÂÎÂÌ‡ ‰ËÂÍÚË‚‡
ËÎË ıÂ„ÂÎË‡ÌÒÍ‡ ÒÔË‡Î‡, ÌËÚÓ ‰ÓË
◊Í‡È Ì‡ ËÒÚÓËflÚ‡“. éÚ‰flÒÌÓ, Ì‡ Ì‡È-
ÏÓÌÛÏÂÌÚ‡ÎÌ‡Ú‡ ÒˆÂÌ‡ ‚ „‡‰‡, ÔÂ‰
ÚË·ÛÌ‡Ú‡ Ì‡ Ï‡‚ÁÓÎÂfl Ì‡ ‚ÓÊ‰‡, ÏË-
Ì‡ÎÓÚÓ ÒÂ ‡‰‚‡ Ì‡ ÌflÍ‡Í‚Ó ÒË Ò‚ÓÂ
Ò‚ÂÚÎÓ ·˙‰Â˘Â, ÍÓÂÚÓ ‡ı‡ ‰‡ ‰ÓÈ‰Â. çÓ
ÚÓ‚‡ ·˙‰Â˘Â ÓÚ ÏËÌ‡ÎÓÚÓ Ú‡Í‡ Ë ÌÂ
ÔËÒÚË„‡ ÌËÍ˙‰Â. ÄıË‚ÌËÚÂ Í‡‰Ë Ì‡
ÌÂ„Ó‚‡Ú‡ ÛÚÓÔËfl ËÁ„ÎÂÊ‰‡Ú ÔÓ-ÒÍÓÓ
ÒÏÂ¯Ì‡ ÙËÍˆËfl, ÓÚÍÓÎÍÓÚÓ Â‡ÎÌÓÒÚ –
ÌËÂ ÎË ·flıÏÂ ÚÓ‚‡? í‡ÁË ÌÂ‰ÓÒÚÓ‚Â-
ÌÓÒÚ ÓÚ Ò‚Ófl ÒÚ‡Ì‡ ÎË¯‡‚‡ Ì‡ÒÚÓfl˘Â-
ÚÓ ÓÚ ÎÂ‚Ëfl ÂÍ‡Ì ÓÚ Í‡Í‚ÓÚÓ Ë ‰‡ Â
ÏËÌ‡ÎÓ: ‰ÌÂÒ ÌÂ Â ‰Ó¯ÎÓ ÓÚÌËÍ˙‰Â, ÚÓ
Ò‡ÏÓ ÒÂ ‰‚ËÊË Ì‡ÔÂ‰-Ì‡Á‡‰ Ò ÏÂÚÓ-
ÚÓ. ë˙ÔÓÒÚ‡‚ÍËÚÂ, ÍÓËÚÓ ÒÌÓ‚fl˘ÓÚÓ
ÓÍÓ Ì‡ ÁËÚÂÎfl Ô‡‚Ë ÏÂÊ‰Û ‰‚ÂÚÂ Ï‡-
ÌËÙÂÒÚ‡ˆËË ÔÓËÁ‚ÂÊ‰‡Ú Ò‡ÏÓ ÍÓÏË-
˜ÂÒÍË ÂÙÂÍÚ – Ì‡ Ô˙‚ ÔÓ„ÎÂ‰ ÒıÓ‰ÌË,
Ï‡¯ËÛ‚‡˘ËÚÂ Ï‡ÒË ÌflÏ‡Ú ÌË˘Ó
Ó·˘Ó ÔÓÏÂÊ‰Û ÒË.

ÄÍÚË‚ËÁ‡ˆËflÚ‡ Ì‡ „‡‰ÒÍ‡Ú‡ Ô‡ÏÂÚ, ÍÓ-
flÚÓ ˆÂÎË ï-tendo, ÔÓËÁ‚ÂÊ‰‡ ÓÒÓ·ÂÌ
ÂÙÂÍÚ: Úfl ÌÂ Ò˙Á‰‡‚‡ ËÒÚÓË˜ÂÒÍË ÍÓÌ-
ÚËÌÛÛÏ, ‡ÁÍ‡Á, ÚÂÎÂÓÎÓ„Ëfl, ‡ Ò‡ÏÓ Ì‡-
Í˙Ò‚‡ ‚ÂÏÂÚÓ. åÓÌÚË‡ ÍÓÒÓ Ë ‡·ÒÛ-
‰ÌÓ ÌÂÒ˙ÔÓÒÚ‡‚ËÏË ÂÒÚÂÚËÍË, Ë‰ÂÓÎÓ-
„ËË, Ï‡ÒÓ‚Ë ‰‚ËÊÂÌËfl. Ç Ò˙ÔÓÒÚ‡‚Í‡Ú‡
ÌÂ ÂÍ‡ÌËÚÂ, ‡ „‡‰ÒÍÓÚÓ ÔÓÒÚ‡ÌÒÚ-
‚Ó ÔÂÊË‚fl‚‡ ÌÂÏËÒÎËÏË Ú‡ÌÒÙÓÏ‡-
ˆËË – ÒflÍ‡¯ ÚÓ‚‡ ÌÂ Â Ò˙˘ËflÚ „‡‰. ãË-
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ÍÛ‚‡˘ËflÚ, ÒÍ‡Ì‰Ë‡˘ ÔÎÓ˘‡‰ Â Á‡ÏÂ-
ÌÂÌ Ì‡ ÎÂ‚Ëfl Í‡ÚÂÚ Ì‡ ÂÍ‡Ì‡ ÓÚ Ò‚ÓÈ
Í‡ÔËÚ‡ÎËÒÚË˜ÂÒÍË ‡Ì‡ÎÓ„ – Ï˙Î˜‡ÎË‚‡-
Ú‡ ÒÚ‡ÌˆËfl Ì‡ ÏÂÚÓÚÓ. ç‡ ÏflÒÚÓÚÓ Ì‡
ÔÂ‰Ë¯Ì‡Ú‡ ÔÎÓ˘‡‰Ì‡ ÏÓÌÛÏÂÌÚ‡Î-
ÌÓÒÚ, ÍÓÏÛÌËÒÚË˜ÂÒÍ‡ Ò˙·ÓÌÓÒÚ Ë ÚÂ-
‡Ú‡ÎËÁ‡ˆËfl Ì‡ ËÒÚÓËflÚ‡, Â ÔÓÒÚ‡‚Â-
ÌÓ Â‰ÌÓ ˜ËÒÚÓ ÙÛÌÍˆËÓÌ‡ÎÌÓ ÔÓÒÚ-
‡ÌÒÚ‚Ó, ·ÂÁ Ë‰ÂÓÎÓ„Ë˜ÂÒÍ‡ Ë‰ÂÌÚË˜-
ÌÓÒÚ, ÎË¯ÂÌÓ ÓÚ ÒËÏ‚ÓÎËÍ‡. íÓ ËÏ‡
„‡‰ÒÍÓ ÁÌ‡˜ÂÌËÂ Ò‡ÏÓ Í‡ÚÓ ‰ËÙÂÂÌ-
ˆË‡ÎÂÌ ÂÎÂÏÂÌÚ ÓÚ ÌÂ‚Ë‰ËÏ‡ ËÌÙ‡ÒÚ-
ÛÍÚÛÌ‡ ÏÂÊ‡, ÙÛÍˆËÓÌË‡˘‡ ÔÓ‰
ÔÛ·ÎË˜ÌËÚÂ ÔÓÒÚ‡ÌÒÚ‚‡. íÓ Â ÔÓÒÚ-
‡ÌÒÚ‚Ó, Ò˙ÒÚ‡‚ÂÌÓ ÓÚ „‡ÙËˆË Ë ·˙-
Á‡ÌÂ, ÌÂ ÓÚ àÒÚÓËfl Ë å‡ÒË.

èÓ Ò˙˘Ëfl Ì‡˜ËÌ, Í‡ÍÚÓ Â ÔÂÓ·‡ÁËÎ
‚ÂÏÂÌ‡Ú‡ Ë ÏÂÒÚ‡Ú‡, ÔÂıÓ‰˙Ú Â Ó·˙-
Ì‡Î Ò „Î‡‚‡Ú‡ Ì‡‰ÓÎÛ ÔÂ‰Ë¯ÌËfl Â-
ÊËÏ Ì‡ ÚÂÎ‡Ú‡. èÓ‰ ˙„˙Î ÒÔflÏÓ Ô‡Á-
ÌË˜Ì‡Ú‡ ÒÔÎÓÚÂÌÓÒÚ ÓÚ Ï‡ÌËÙÂÒÚË‡-
˘Ë, ÓÚ‰flÒÌÓ ÒÂ ‰‚ËÊ‡Ú Ï‡ÒË ÓÚ Ò˙‚ÒÂÏ
‰Û„Ó ÂÒÚÂÒÚ‚Ó. íÓ‚‡ Â ‡ÌÚË-Ú˙ÎÔ‡:
‚ÂÏÂÌÌ‡ Ï‡ÒÓ‚Í‡, ÒÎÂÔËÎ‡ Á‡ ÏË„
ÒÎÛ˜‡ÈÌË Ë Ò‡ÏÓÚÌË Ô‡Á‡ÌË ËÌ‰Ë‚Ë-
‰Ë. ÇÒÂÍË ÓÚ Úflı ËÏ‡ Ò‚Ófl ÔÓÒÓÍ‡, Ò‚ÓË
„ËÊË, ‚ÂÓflÚÌÓ Ò‚Ófl ÒÍÛ˜Ì‡ Ú‡ÈÌ‡.
ëÂ˘Û ÔÂ‰Ë¯Ì‡Ú‡ Â‰ËÌÌÓÒÚ Ì‡ ÛÒÚÂ-
ÏÂÌÓÚÓ ÚÛ‰Ó‚Ó, ÍÓÎÂÍÚË‚ÌÓ íflÎÓ ÒÂ
ËÁÔ‡‚fl ÒflÍ‡¯ Ò‡ÏÓÚÓ ·‡ÛÌÓ‚Ó ‰‚Ë-
ÊÂÌËÂ. åÂÚÓÚÓ Ó·‡˜Â, Ò˙Ò Ò‚ÓflÚ‡ ËÁ-
˜ËÒÎÂÌ‡ ÚÂÒÌÓÚ‡, Ï‡¯ËÌÓË‰ÌÓÒÚ Ë ÔÂ-
ˆËÁÂÌ ÚÂıÌÓÎÓ„Ë˜ÂÌ ËÚ˙Ï ÛÒÔfl‚‡ Á‡
ÏÓÏÂÌÚ ‰‡ ‰ËÒˆËÔÎËÌË‡ ı‡ÓÚË˜ÌËÚÂ
Ú‡ÂÍÚÓËË Ì‡ Â‰ËÌËˆËÚÂ Ë ÒÂ ËÁıËÚfl-
‚‡ ‰‡ Ì‡Ô‡‚Ë ÚÓ‚‡ ·ÂÁ Ì‡ÎË˜ËÂÚÓ Ì‡
Ó·˘‡ Ë‰Âfl, ÒÓÎË‰‡ÌÓÒÚ ËÎË ÛÚÓÔËfl.

ÇÔÓ˜ÂÏ Ë ÒËÏ‚ÓÎ˙Ú Ì‡ ÚÂıÌËÍ‡Ú‡ ÌÂ
ÓÒÚ‡Ì‡ ÓÚÏËÌ‡Ú. ë„ÎÓ·Í‡Ú‡ Ì‡ ‰‚ÓÈÌËfl
ÂÍ‡Ì Ò˙Á‰‡‰Â ÂÙÂÍÚ Ì‡ Ó·ÂÍÚË‚Ì‡ Ô‡-
Ó‰Ëfl ÒÔflÏÓ ÍÓÏÛÌËÒÚË˜ÂÒÍ‡Ú‡ ÓÔÚË-
ÏËÒÚË˜Ì‡ Ï‡¯ËÌ‡. èÓ ‚ÂÏÂÚÓ Ì‡ ÒÓ-
ˆË‡ÎËÁÏ‡ ‚ÒË˜ÍÓ ÓÚ ÏÂÚ‡Î Ë ÍÓÎÂÎ‡,
˘Ó ÒÂ ‰‚ËÊË Ë Ú‡Í‡, ÒËÏ‚ÓÎËÁË‡¯Â
ÚÂıÌÓÎÓ„Ë˜ÂÌ Ë ÂÏÓˆËÓÌ‡ÎÂÌ ÏÓÒÚ Í˙Ï
·˙‰Â˘ÂÚÓ (◊ÓÏ‡ÌÚËÍ‡Ú‡ ÒÂ„‡ Â ‚ Ï‡-
¯ËÌËÚÂ“). èË ÚÓ‚‡ ‚ÒË˜ÍË Ï‡¯ËÌË
·flı‡ ÙÛÚÛËÒÚË˜ÌË – ÌÂ Ò‡ÏÓ Ú‡‰ËˆË-
ÓÌÌËÚÂ ÎÓÍÓÏÓÚË‚Ë Ë ÑËÏËÚ˙-èÓÎflÌÓ-
‚ËÚÂ ÒÚÂÎÓ˜ÌËˆË, ÌÂ Ò‡ÏÓ ÍÓÏÒÓÏÓÎ-
ÒÍËÚÂ Ú‡ÍÚÓË, Ô‡‡ıÓ‰Ë, Ú‡ÌÍÓ‚Â Ë
Åíê-Ë, ÌÓ ‰ÓË Ó·ËÍÌÓ‚ÂÌËÚÂ „‡‰ÒÍË
Ú‡Ï‚‡Ë, ÍÓËÚÓ, ÔÂÓ‰ÓÎfl‚‡˘Ë ÚÛ‰-

untruthfulness in turn deprives the pres-
ent in the left screen of any past: today
comes from nowhere, it is only shuttling
back and forth on the subway. The con-
trast which the swiveling eye of the spec-
tator can make between the two rallying
crowds can only have a comical effect –
the restless crowds are only similar at
first glance, otherwise they share nothing.

The activation of city recollections target-
ed by X-tendo produces a bizarre effect:
it yields no historic continuity, a narrative
or a teleology, it only chops up the time.
It makes an askance and absurd combi-
nations of incompatible aesthetics, ide-
ologies, mass motions. In the contrast of
screens, urban space undergoes
unthinkable transformations – it seems to
be an entirely different city. The parading
chanting square has been replaced on
the left screen by its capitalist counter-
part – the speechless subway station.
The space of the square monumentality,
the communist theatrical staging of histo-
ry has now been occupied by a sterile
functional locality, free of ideological
identity as well as of symbolism. It only
matters as a discrete element of an invis-
ible infrastructure network buzzing under-
neath the public spaces. It is a locality
made of time schedules and rush rather
than History and Masses.

The same way as it has transfigured
times and places, the transition has made
topsy-turvy of the past regimen of bodies.
At an angle to the festive communality of
rallying crowds, on the right masses of a
profoundly different nature are seen. This
is an anti-crowd: a fleeting mass scene
which has momentarily glued together
random and solitary market individuals.
Each one of them has his/her own direc-
tion, his/her own chaos, probably his/her
own tedious secret. The former unity of
the streaming collective labour body is
faced head on with the Brownian move-
ment itself. The subway however, with its
calculated snugness, mechanic nature
and accurate technological pace man-
ages to temporarily discipline the chaotic
trajectories of units, being smart enough
to achieve this without any common idea,
solidarity or utopia.
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By the way, the symbolism of technology
was not neglected. The double screen
assembly acted as a parody of the com-
munist optimistic machine. In times of
socialist yore anything of metal and
wheel that moved and rattled came to
symbolize a technological as well as an
emotional bridge to the future (romanti-
cism now is in the machines). Further
more, all machines and their attendants
were somehow futuristic – not only the
traditional locomotives and Dimitar
Polianov’s switchmen, not only the
Komsomol tractors, steamers, tanks and
armoured personnel carriers but even the
ordinary city trams taking over hurdles
and moving at 60 km per hour and thus
capable of giving a lift to History if it was
only requested. In the X-tendo films,
technological progress is exactly what
fails to warrant the unity of time: the sub-
way does not materialize any progress
compared to the soc-trams, simply
because the time of history has been
cancelled. Right on the screen the street
cars of yore are cheerfully chiming yet
the subway on the left is empty of roman-
tics – it goes nowhere. Its day-to-day
humdrum has no direction, it is a mere
bashing back and forth between two ter-
minals, a transportation of the atomized
workforce – without fatigue, without a
common goal, without the day of judg-
ment or a utopian eschatology. This
Pendelwerkeher comes from the very
core of the new liberal époque: the disin-
tegration of time into market fragments,
the coming and going with no Hegelian
Aufhebung: transporting cycles shaping
no grandiose historic vectors. Simply a
network, differentials gears, an exchange
and a market of translocation in the
metropolis.

And if any kind of link is still been left
between the two perpendicular pieces of
the screen, it is the X-tendo actors. Their
performance permeates the two films as
a bizarre mediator attempting to trans-
port historic memory. These raincoat
characters are trying to hop from one
footage to another: totalitarian peaked
hats trying in vain to mix with the multi-
tude of new capitalist atoms. Throughout

ÌÓÒÚË Ë ‰‚ËÊÂ˘Ë ÒÂ Ò 60 ÍÏ/˜‡Ò, Ò˙˘Ó
ÒÂ ÓÍ‡Á‚‡ı‡ ÒÔÓÒÓ·ÌË ‰‡ ÔÂ‚ÓÁflÚ àÒ-
ÚÓËflÚ‡ – ÒÚË„‡ ‰‡ ËÏ ÒÂ Ì‡ÎÓÊË. Ç˙‚
ÙËÎÏ‡ Ì‡ ï-tendo ÚÂıÌÓÎÓ„Ë˜ÌËflÚ ÔÓ„-
ÂÒ Â ‚ ÓÌÓ‚‡, ÍÓÂÚÓ ÌÂ ÏÓÊÂ ‰‡ ÓÒË„Û-
Ë Â‰ËÌÒÚ‚Ó Ì‡ ‚ÂÏÂÚÓ: ÏÂÚÓÚÓ ÌÂ
ÓÒ˙˘ÂÒÚ‚fl‚‡ ÌËÍ‡Í˙‚ Ì‡ÔÂ‰˙Í ÒÔflÏÓ
ÒÓˆ-Ú‡Ï‚‡ËÚÂ, ÔÓÒÚÓ Á‡˘ÓÚÓ ‚ÂÏÂÚÓ
Ì‡ ËÒÚÓËflÚ‡ Â ÓÚÏÂÌÂÌÓ. éÚ‰flÒÌÓ Ì‡
ÂÍ‡Ì‡ ‡‰ÓÒÚÌÓ Á‚˙ÌflÚ ËÒÚÓË˜ÂÒÍË
Ú‡Ï‚‡Ë, ÌÓ ‚ ÏÂÚÓÚÓ ÓÚÎfl‚Ó ÌflÏ‡ Ó-
Ï‡ÌÚËÍ‡ – ÚÓ ÌËÍ˙‰Â ÌÂ ÓÚË‚‡. ÇÒÂÍË‰-
ÌÂ‚ËÂÚÓ ÏÛ ÌflÏ‡ ÔÓÒÓÍ‡, ÚÓ Â Ò‡ÏÓ
Ì‡ÔÂ‰-Ì‡Á‡‰ ‰‚ËÊÂÌËÂ ÏÂÊ‰Û Í‡ÈÌË
ÒÔËÍË, ÔÂÌ‡ÒflÌÂ Ì‡ ‡ÚÓÏËÁË‡Ì‡ ‡-
·ÓÚÌ‡ ÒËÎ‡ – ·ÂÁ ÛÏÓ‡, ·ÂÁ Ó·˘‡ ˆÂÎ,
·ÂÁ Ò˙‰ÂÌ ‰ÂÌ Ë ÛÚÓÔË˜Ì‡ ÂÒı‡ÚÓÎÓ„Ëfl.
íÓÁË Pendelverkeher ËÁ‡Áfl‚‡ Ò‡Ï‡Ú‡
Ò˙˘ËÌ‡ Ì‡ ÌÂÓÎË·Â‡ÎÌ‡Ú‡ ÂÔÓı‡: ‡Á-
Ô‡‰‡ÌÂ Ì‡ ‚ÂÏÂÚÓ Ì‡ Ô‡Á‡ÌË Ù‡„-
ÏÂÌÚË, Ë‰‚‡ÌÂ Ë ‚˙˘‡ÌÂ ·ÂÁ ıÂ„ÂÎË‡Ì-
ÒÍÓ Aufhebung; Ú‡ÒÔÓÚÌË ˆËÍÎË, ·ÂÁ
Ó·‡ÁÛ‚‡ÌÂ Ì‡ ‚ÂÎË˜ÂÒÚ‚ÂÌË ËÒÚÓË-
˜ÂÒÍË ‚ÂÍÚÓË. èÓÒÚÓ ÏÂÊ‡, ‰ËÙÂ-
ÂÌˆË‡ÎË Ì‡ ÒÍÓÓÒÚË, Ó·ÏÂÌ Ë Ô‡Á‡
Ì‡ ‰‚ËÊÂÌËfl ‚ ÏÂ„‡ÔÓÎËÒ‡.

ÄÍÓ ËÏ‡ ‚ÒÂ Ô‡Í ÌflÍ‡Í‚‡ ‚˙ÁÍ‡ ÏÂÊ-
‰Û ‰‚ÂÚÂ ÔÂÔÂÌ‰ËÍÛÎflÌË Ô‡˜ÂÚ‡ Ì‡
ÂÍ‡Ì‡, ÚÓ‚‡ Ò‡ Ò‡ÏËÚÂ ‡ÍÚ¸ÓË ÓÚ 
ï-tendo. íÂıÌËflÚ Ô˙ÙÓÏ‡ÌÒ Â ÏÓÌÚË-
‡Ì ‚ ‰‚‡Ú‡ ÙËÎÏ‡ Í‡ÚÓ ÌÂÎÂÔ ÏÂ‰Ë‡-
ÚÓ, ÓÔËÚ‚‡˘ ÒÂ ‰‡ ÔÂÌÂÒÂ ËÒÚÓË-
˜ÂÒÍ‡Ú‡ Ô‡ÏÂÚ. òÎËÙÂÌËÚÂ ËÏ ÔÂÒÓ-
Ì‡ÊË ÔÓ·‚‡Ú ‰‡ ÔÂÒÍ‡˜‡Ú ÓÚ Â‰ÌÓÚÓ
Ô‡˜Â Ì‡ ÂÍ‡Ì‡ ‚ ‰Û„ÓÚÓ: ÚÓÚ‡ÎËÚ‡-
ÌË Í‡ÒÍÂÚË, ÍÓËÚÓ Ì‡Ô‡ÁÌÓ ÒÂ Ï˙˜‡Ú
‰‡ ÒÂ ÒÏÂÒflÚ Ò ÏÌÓÊÂÒÚ‚ÓÚÓ ÓÚ ÌÓ‚Ë
Í‡ÔËÚ‡ÎËÒÚË˜ÂÒÍË ‡ÚÓÏË. Ç˙‚ ÙËÎÏ‡ ÚÂ
ÌÂÔÂÍ˙ÒÌ‡ÚÓ Ô˙ÚÛ‚‡Ú Ì‡ÌflÍ˙‰Â, Î‡¯-
Í‡ÌË Í‡ÚÓ Ï˙Î˜‡ÎË‚ ÚÓ‚‡ ÔÓ ‚Î‡ÍÓ‚Â-
ÚÂ(?), Ú‡Ï‚‡ËÚÂ(?) Ë ÏÓÚËÒËÚÂ(?)... éÚ
‚ÂÏÂ Ì‡ ‚ÂÏÂ, ‚Ò˙˘ÌÓÒÚ fl‰ÍÓ, ËÏ
ÒÂ ÓÚ‰‡‚‡ ÒÎÛ˜‡È ‰‡ ÒÎflÁ‡Ú ÒÂ‰ Ï‡ÒË-
ÚÂ, ‰‡ ËÌÒˆÂÌË‡Ú ‚˙Ó‰Û¯Â‚ÎÂÌËÂ Ë ‰‡
‡Á‚ÂflÚ ÌÓ‚ËÚÂ ÔflÔÓˆË – ‚Ò˙˘ÌÓÒÚ
ÁÌ‡ÏÂÌ‡ Ì‡ Í‡ÔËÚ‡ÎËÒÚË˜ÂÒÍË ÔÓÏÓ-
ˆËË Ë ËÌ‰Ë‚Ë‰Û‡ÎËÒÚË˜ÌË ÙÎ‡„˜ÂÌˆ‡.
í‡Í‡ ËÏÂÌÌÓ Ï‡ÒÍËÚÂ, Ô‡Ó‰ËÈÌËÚÂ
ÍÓÒÚ˛ÏË Ë ÓÎË, ‡·ÒÛ‰˙Ú Ë ·ÂÁÒÏËÒ-
ÎÂÌËÚÂ ÒÎÓ„‡ÌË ÒÂ ÓÍ‡Á‚‡Ú ÓÌÓ‚‡, ÍÓÂ-
ÚÓ ÒÂ ÓÔËÚ‚‡ ‰‡ ‚˙ÊÂ ÔÎ‡ÒÚÓ‚ÂÚÂ Ì‡
‚ÂÏÂÚÓ.
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the film they incessantly travel some-
where, a jolted silent load on trains(?),
trams(?), and subway cars(?)… from time
to time, as a matter of fact very seldom,
they get a chance to descend among the
masses, to fake inspiration and flourish
the new banners of capitalist promotions
and individualism. This is how the dis-
guise, the spoof costumes and roles, the
meaningless slogans, are the items try-
ing to bind together the layers of time.

By the way, the most serious evidence
that such a tie-up is impossible is the
actual urban present itself – the X-tendo
2004 audience failing to take notice of
what the troupe was actually doing. The
almost complete absence of effect was
virtually the most remarkable outcome of
their performance (the film documentary
unfortunately fails to effectively put
across what was going on live). The
camera very infrequently captured the
reactions of the rushing people leaving
the subway under the upbeat “Bon voy-
age”. Nevertheless, rare travelers can be
seen looking up wily, chuckling or giving
a sign having spotted something extraor-
dinary. Taxiing alongside the raincoats
and the placards, the prevailing part of
the subway community dive morosely
their glances to the ground. As a specta-
tor of the live performance I got the feel-
ing it was not simply the lack of interest.
There was something indicating that
those people were embarrassed as if
caught red-handed amidst a crime. After
a lengthy thinking process I decided that

ÇÔÓ˜ÂÏ, Ì‡È-ÒÂËÓÁÌÓÚÓ ‰ÓÍ‡Á‡ÚÂÎÒÚ-
‚Ó, ˜Â ÚÓ‚‡ ‚˙Á‚‡ÌÂ Â ÌÂ‚˙ÁÏÓÊÌÓ, Â
Ò‡ÏÓÚÓ Â‡ÎÌÓ „‡‰ÒÍÓ Ì‡ÒÚÓfl˘Â, ÔÛ·-
ÎËÍ‡Ú‡ Ì‡ ï-tendo ÓÚ 2004, ÍÓflÚÓ ÒflÍ‡¯
Ú‡Í‡ Ë ÌÂ ÔÓÊÂÎ‡ ‰‡ Á‡·ÂÎÂÊË Í‡Í‚Ó
Ô‡‚Ë ÚÂ‡Ú‡ÎÌ‡Ú‡ „ÛÔ‡. èÓ˜ÚË Ô˙ÎÌ‡-
Ú‡ ÎËÔÒ‡ Ì‡ ÂÙÂÍÚ Â ‚Ò˙˘ÌÓÒÚ Ì‡È-Á‡-
·ÂÎÂÊËÚÂÎÌËflÚ ÂÙÂÍÚ ÓÚ ÚÂıÌËfl Ô˙-
ÙÓÏ‡ÌÒ (ÙËÎÏÓ‚‡Ú‡ ‰ÓÍÛÏÂÌÚ‡ˆËfl, Á‡
Ò˙Ê‡ÎÂÌËÂ, ÌÂ Â ÒÔÓÒÓ·Ì‡ ‰‡ ÔÂ‰‡‰Â
ÔÓ Ì‡È-‰Ó·Ëfl Ì‡˜ËÌ ÒÎÛ˜‚‡˘ÓÚÓ ÒÂ Ì‡
ÊË‚Ó). ä‡ÏÂ‡Ú‡ fl‰ÍÓ ı‚‡˘‡ Â‡ÍˆË-
flÚ‡ Ì‡ ·˙Á‡˘ËÚÂ ıÓ‡, Ì‡ÔÛÒÍ‡˘Ë
ÏÂÚÓÚÓ ÔÓÍ‡È ·Ó‰ÓÚÓ ◊ç‡ ‰Ó·˙
˜‡Ò!“. ÇÒÂ Ô‡Í ÒÂ ‚ËÊ‰‡, ˜Â Â‰ËÌËˆË Ò‡
Ô˙ÚÌËˆËÚÂ, ÍÓËÚÓ ÔÓ„ÎÂÊ‰‡Ú ıËÚÓ, Á‡-
ÔÓ˜‚‡Ú ‰‡ ÒÂ ÒÏÂflÚ ËÎË ÔÓÌÂ ‰‡‚‡Ú
ÁÌ‡Í, ˜Â Ò‡ ‚Ë‰ÂÎË ÌÂ˘Ó ÒÚ‡ÌÌÓ. ÑÂ-
ÙËÎË‡ÈÍË ÔÓÍ‡È ¯ÎËÙÂËÚÂ Ë Ú‡ÌÒ-
Ô‡‡ÌÚËÚÂ, ÔÓ-„ÓÎflÏ‡Ú‡ ˜‡ÒÚ ÓÚ ÏÂÚÓ-
ÍÓÎÂÍÚË‚‡ ËÁ‚Â‰Ì˙Ê Ï‡˜ÌÓ Á‡·Ë‚‡
ÔÓ„ÎÂ‰ ‚ ÁÂÏflÚ‡. ä‡ÚÓ Ì‡·Î˛‰‡ÚÂÎ Ì‡
ÊË‚Ëfl Ô˙ÙÓÏ‡ÌÒ ËÏ‡ı ÛÒÂ˘‡ÌÂÚÓ,
˜Â ÚÓ‚‡ ÌÂ Â ÔÓÒÚÓ ÎËÔÒ‡ Ì‡ ËÌÚÂÂÒ.
çÂ˘Ó ËÁ‰‡‚‡¯Â, ˜Â ÚÂÁË ıÓ‡ Ò‡ ÒÏÛ-
ÚÂÌË, ÒflÍ‡¯ ı‚‡Ì‡ÚË Ì‡ ÌflÍ‡Í‚Ó ÏÂÒ-
ÚÓÔÂÒÚ˙ÔÎÂÌËÂ. ëÎÂ‰ ‰˙Î„Ó ÏËÒÎÂÌÂ
Â¯Ëı Á‡ ÒÂ·Â, ˜Â ‚ÒÂ Ô‡Í ÌÂ ÒÚ‡‚‡
‰ÛÏ‡ Ò‡ÏÓ Á‡ Ó˜Â‚Ë‰ÌÓÚÓ – ÚÓ‚‡, ˜Â Ò‡
Á‡·‡‚ËÎË Ë‰ËÓÚËflÚ‡ Ì‡ ÒÓˆË‡ÎËÁÏ‡ Ë
ÒÂ„‡ ÌflÍÓÈ ËÏ fl Ì‡‚Ë‡ ‚ Ó˜ËÚÂ. Ä
ÔÓÌÂ Á‡ Ó˘Â ÌÂ˘Ó – ˜Â ‚Ò˙˘ÌÓÒÚ ÌÂ Ò‡
·ËÎË ‚ ÏÂÚÓÚÓ, Ï‡Í‡ ‰‡ ËÁÎËÁ‡Ú ÓÚ

X-tendo
éÚ Í˙Ï Á‡ Ì‡Ò‡Ï, 2004. ä‡‰Ë ÓÚ ‚Ë‰ÂÓ
Therefrom Hereto, 2004. Video stills
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it was not only up to the most apparent –
that they had long forgotten the socialist
idiocy and somebody was now shoving it
down their throats. There was at least one
other reason – they had mentally never
been on the subway even though they
were physically coming out of it. This
seems to be the essence of the anti-loca-
tion named subway. Because the staying
in there was only a spell one needs to
endure till it passes away. A time which
is to be deleted while still moving (being
moved) from A to B. The lonely human
bodies for a short while put up with being
huddled against one another, being look-
ing into the empty darkness and rocked
by the rail cars. Meanwhile, their restless
souls, fantasies, memories, hopes have
not been down the subway, stranded
without historic supervision, they have
journeyed along their own idiosyncratic
rules… I became aware that X-tendo
annoy them for pushing them back for a
little while into the real-time capitalist
mass scene: Look-up – this is the sub-
way! Look-up – everyone of you is here
together! This sudden and unwanted
communality exacerbates and embar-
rasses those capitalist atoms to such a
degree as to have them pretending that
nothing is going on… The theatrical
cheerfulness of those in disguise is
another irritant: why the heck are these
people so joyful, and in a group to boot?
Is it not evident that the public joy and
enthusiasm are effigies of another age?
What the hell does “Bon voyage!” mean
at the dawn of another casual work day?

It is all capped up by X-tendo getting the
Brownian crowd involved in a common
political action. A lampoon of it in all truth
(even a quotation from the performance
of the Russian group “Radek” borrowed
without copyright) but intolerable
nonetheless. Nailing their glances to the
ground at the first intimation of anything
collective is a symptom – the transition
individuals can no longer stand anything
collective or political. No one with a com-
mon polis goal is any longer entitled,
even for a joke, for the sake of theatricali-
ties, to head their incidental files, their
morose individualistic faces each one

ÌÂ„Ó. íÓ‚‡ Â Ò˙˘ËÌ‡Ú‡ Ì‡ ‡-ÚÓÔËflÚ‡,
ÌÂÂ˜ÂÌ‡ ◊ÏÂÚÓ“. á‡˘ÓÚÓ ÔÂÒÚÓflÚ ‚
ÌÂ„Ó Á‡ ÚÂÁË ıÓ‡ Â ÔÓÒÚÓ ËÌÚÂ‚‡Î,
ÍÓÈÚÓ Úfl·‚‡ ‰‡ ·˙‰Â ËÁ˜‡Í‡Ì ‰‡ ÓÚÏË-
ÌÂ. ÇÂÏÂ, ÍÓÂÚÓ ÒÂ Á‡‰‡ÒÍ‚‡ ‰ÓÍ‡ÚÓ
ÒÂ ÔË‰‚ËÊ‚‡¯ (·Ë‚‡¯ ÔË‰‚ËÊÂÌ) ÓÚ
ÚÓ˜Í‡ Ä ‚ ÚÓ˜Í‡ Å. é·ÓÒÓ·ÂÌËÚÂ Ò‡ÏÓÚ-
ÌË ÚÂÎ‡ Á‡ Í‡ÚÍÓ Ò‡ Ú˙ÔÂÎË ‰‡ ·˙‰‡Ú
ÔÎ˙ÚÌÓ ÔËÚËÒÌ‡ÚË ‚ ‰Û„Ë, ‰‡ „ÎÂ‰‡Ú ‚
Ô‡ÁÌÓÚÓ, Î˛¯Í‡ÌË ‚ ÏÓÚËÒËÚÂ. èÂÁ
ÚÓ‚‡ ‚ÂÏÂ ÚÂ‚ÓÊÌËÚÂ ËÏ ‰Û¯Ë, Ù‡Ì-
Ú‡ÁËË, Ô‡ÏÂÚË, Ì‡‰ÂÊ‰Ë ÌÂ Ò‡ ·ËÎË ‚
ÏÂÚÓÔÓÎËÚÂÌ‡ – ËÁÓÒÚ‡‚ÂÌË ·ÂÁ ËÒÚÓ-
Ë˜ÂÒÍË Ì‡‰ÁÓ, ÚÂ Ò‡ Ô˙ÚÛ‚‡ÎË ÔÓ
Ò‚ÓË, Ë‰ÂÓÒËÌÍ‡ÁÌË Ô˙ÚÂÍË... Ñ‡‰Óı
ÒË ÒÏÂÚÍ‡, ˜Â ï-tendo „Ë ‚·ÂÒfl‚‡Ú, Á‡-
˘ÓÚÓ „Ë ‚˙˘‡Ú Á‡ Ï‡ÎÍÓ ‚ Â‡ÎÌ‡Ú‡
Í‡ÔËÚ‡ÎËÒÚË˜ÂÒÍ‡ Ï‡ÒÓ‚Í‡: ‚ËÊÚÂ –
ÏÂÚÓ! ‚ËÊÚÂ – ‚ÒË˜ÍË ÒÚÂ ÚÛÍ Á‡Â‰ÌÓ!
í‡ÁË ‚ÌÂÁ‡ÔÌ‡ Ë ÌÂÊÂÎ‡Ì‡ Á‡Â‰ÌÓÒÚ
fl‰ÓÒ‚‡ Ë ÒÏÛ˘‡‚‡ Í‡ÔËÚ‡ÎËÒÚË˜ÂÒÍËÚÂ
‡ÚÓÏË ‰ÓÚÓÎÍÓ‚‡, ˜Â ‰‡ ÔÂÚÂÌ‰Ë‡Ú,
˜Â ÌË˘Ó ÌÂ ÒÂ Â ÒÎÛ˜ËÎÓ... Ç·ÂÒfl‚‡˘‡
Â Ó˘Â Ë ÚÂ‡Ú‡ÎÌ‡Ú‡ ‚Â‰ÓÒÚ Ì‡ Ï‡Ò-
ÍË‡ÌËÚÂ: ‚Ò˙˘ÌÓÒÚ Á‡˘Ó, Ì‡ Í‡Í‚Ó ÓÒ-
ÌÓ‚‡ÌËÂ, ÔË ÚÓ‚‡ „ÛÔÓ‚Ó, ÒÂ ‡‰‚‡Ú
ÚÂÁË ıÓ‡? çÂ Â ÎË flÒÌÓ, ˜Â ÔÛ·ÎË˜Ì‡-
Ú‡ ‡‰ÓÒÚ, ÂÌÚÛÒËÛ‡ÁÏ˙Ú Ë ‚˙ÁÚÓ„˙Ú Ò‡
ÔËÁ‡ˆË ÓÚ ‰Û„‡ ÂÔÓı‡? ä‡Í˙‚ Â ÚÓÁË
◊ç‡ ‰Ó·˙ ˜‡Ò!“, ÒÎÂ‰ Í‡ÚÓ ÔÓÒÚÓ
ÔÂ‰ÒÚÓË Â‰ËÌ Ó·Ë˜‡ÂÌ ‡·ÓÚÂÌ ‰ÂÌ?

Ä ‚˙ı˙Ú Ì‡ ‚ÒË˜ÍÓ Â, ˜Â ï-tendo ‚˙‚ÎË-
˜‡Ú ·‡ÛÌÓ‚‡Ú‡ Ú˙ÎÔ‡ ‚ Ó·˘Ó ÔÓÎËÚË-
˜ÂÒÍÓ ‰ÂÈÒÚ‚ËÂ. Ö, Ô‡Ó‰ËÈÌÓ Ì‡ËÒÚËÌ‡
(‰ÓË ˆËÚ‡Ú ÓÚ Ô˙ÙÓÏ‡ÌÒ‡ Ì‡ ÛÒÍ‡-
Ú‡ „ÛÔ‡ ◊ê‡‰ÂÍ“, ‚ÁÂÚ ·ÂÁ ‡‚ÚÓÒÍË
Ô‡‚‡), ÌÓ ‚˙ÔÂÍË ÚÓ‚‡ ÌÂÔÓÌÓÒËÏÓ.
á‡·Ë‚‡ÌÂÚÓ Ì‡ ÔÓ„ÎÂ‰‡ ‚ ÁÂÏflÚ‡ ÔË
Ô˙‚Ëfl Ì‡ÏÂÍ Á‡ ÍÓÎÂÍÚË‚ÌÓÒÚ Â ÒËÏÔ-
ÚÓÏ – ËÌ‰Ë‚Ë‰ËÚÂ Ì‡ ÔÂıÓ‰‡ ‚Â˜Â ÌÂ
ÏÓ„‡Ú ‰‡ ÔÓÌ‡ÒflÚ ÌË˘Ó ÍÓÎÂÍÚË‚ÌÓ Ë
ÔÓÎËÚË˜ÂÒÍÓ. çËÍÓÈ Ò Ó·˘‡ ÔÓÎËÒÌ‡
ˆÂÎ ‚Â˜Â ÌflÏ‡ Ô‡‚Ó, ‰ÓË Ì‡ ¯Â„‡, Ò
ÚÂ‡Ú‡ÎÌ‡ ÔÂÚÂÌˆËfl, ‰‡ Ó„Î‡‚fl‚‡ ÒÎÛ-
˜‡ÈÌËÚÂ ËÏ Â‰ËˆË, Ï‡˜ÌËÚÂ ËÏ ËÌ‰Ë-
‚ËÛ‡ÎËÒÚË˜ÌË ÎËˆ‡, ‚ÚÓ‡˜ËÎË ÒÂ ‚
Ò‚ÓË ÚÛÌÂÎË. é·˘ÓÚÓ Ë Ó·˘ÌÓÒÚÌÓÚÓ Ò‡
ÌÂÔÓÌÓÒËÏË, ‚‰˙ı‚‡Ú ÌÂÎÂÔ‡ ÓÚ‚‡Ú‡.
ç‡ ‚ÒË˜ÍË ËÏ Â ÓÏ˙ÁÌ‡ÎÓ ‰‡ ·˙‰‡Ú
˜‡ÒÚ ÓÚ Ú˙ÎÔ‡Ú‡, ÏÓÏÂÌÚÌÓ Ó„Î‡‚fl‚‡Ì‡
Ë flı‚‡Ì‡ Ò ‚ÒÂ‚˙ÁÏÓÊÌË ÎÓÁÛÌ„Ë, Ô‡-
ÚËÈÌË ÔÓ„‡ÏË Ë Ô. – ÒÚË„‡ ‚Â˜Â! ê‡Á-
Í‡‡ÈÚÂ ÒÂ Ò ‚‡¯ËÚÂ Ô˙ÙÓÏ‡ÌÒË!



89

page 89VS-Book-2-final.qxd /

gazing into its own tunnel. The common
or the communal are now unbearable,
they smack of repulsion. Everyone is fed
up of being part of the crowd, temporarily
led and saddled with any kind of slogans,
party lines, etc., enough of that! Go jump
in a lake with your performances!

The view of the X-tendo exhibition could
even neglect the other corner of the
room where a rather different footage
was running. At first glance, it was anoth-
er document of urban recollections.
However, these where free of any monu-
mentality or even of mechanical collec-
tiveness. The camera lens has captured
objects rather than human masses: plas-
tic cups stuck into a drain pipe, a pizza
fragment next to a Sofia curb, a cigarette
butt left behind the by a creature that
was left behind by everyone. This is
another sort of time filled with flimsy
traces left by individuals (Tsveti, Sasho,
Lilly, Elena). Minute and fading as the
performance itself, the stranded objects
pop up here and there dumped, cast
away, deserted, fixed, stuck, rammed,
glued, pinned up, written, painted at
most unexpected, unpublic and non-
mass city spots. For X-tendo these are
wilting treasures, the short-term city
memory. Everyone leaves behind him or
herself a flavour of small personal hap-
penings. The city is a scene of a short
lived memory separated from instant
oblivion by a thin trace. The city absorbs
laces of random faces, consumer left-
overs, sloppily scattered waste after the
mass scenes. The thespian group has a
special relish for these unseen morsels
of someone’s short life. X-tendo’s whole
ambition is zeroed in on this invisible ten-
sion: the frames of put-on history (as well
as these minuscule, noticeable bits of
the individual) swept away by the wind…
People keep dredging such insignificant
stuff around adorning the city for a little
while with the recollection of themselves,
and in a very short while both people and
city become oblivious. X-tendo have set
out after this evanescence with the zeal
of criminal investigators and have made
chalk circles around the crime scenes of
oblivion – where a vestige is on its way

èÓÒÂÚËÚÂÎflÚ Ì‡ ËÁÎÓÊ·‡Ú‡ Ì‡ ï-tendo
·Ë ÏÓ„˙Î ‰ÓË ‰‡ Á‡·‡‚Ë ‰Û„Ëfl ˙„˙Î
Ì‡ ËÁÎÓÊ·ÂÌ‡Ú‡ Á‡Î‡, Í˙‰ÂÚÓ ÚÂ˜Â¯Â
Ò˙‚ÒÂÏ ‡ÁÎË˜ÂÌ ‚Ë‰ÂÓÙËÎÏ. ç‡ Ô˙‚
ÔÓ„ÎÂ‰ ÚÓÈ Ò˙˘Ó ‰ÓÍÛÏÂÌÚË‡ Ô‡ÏÂÚÓ-
‚Ë ÒÎÂ‰Ë ‚ „‡‰ÒÍ‡ ÒÂ‰‡. çÓ ‚ Úflı
ÌflÏ‡ ÌËÚÓ ÏÓÌÛÏÂÌÚ‡ÎÌÓÒÚ, ÌËÚÓ ‰ÓË
ÏÂı‡ÌË˜Ì‡ Ï‡ÒÓ‚ÓÒÚ. Ç Ó·ÂÍÚË‚‡ Ì‡
Í‡ÏÂ‡Ú‡ ÒÂ ÔÓfl‚fl‚‡Ú ÌÂ ˜Ó‚Â¯ÍË
Ï‡ÒË, ‡ ÔÂ‰ÏÂÚË: ÔÎ‡ÒÚÏ‡ÒÓ‚Ë ˜‡¯ÍË,
Á‡‚ÂÌË ‚˙‚ ‚Ó‰ÓÒÚÓ˜Ì‡ Ú˙·‡, Ô‡˜Â
ÓÚ ÔËˆ‡ ‰Ó ·Ó‰˛‡ Ì‡ ÒÓÙËÈÒÍË ÚÓ-
ÚÓ‡, Ù‡Ò, Á‡·‡‚ÂÌ ÓÚ ËÌ‰Ë‚Ë‰, ÍÓÈÚÓ
Ò‡Ï Â ·ËÎ Á‡·‡‚ÂÌ ÓÚ ‚ÒË˜ÍË. íÓ‚‡ Â
‰Û„Ó ‚ÂÏÂ, ËÁÔ˙ÎÌÂÌÓ Ò ÍÂıÍË ÒÎÂ-
‰Ë, ÓÒÚ‡‚ÂÌË ÓÚ ËÌ‰Ë‚Ë‰‡ /ñ‚ÂÚË/
ë‡¯Ó/ãËÎË/ÖÎÂÌ‡. ÑÂ·ÌË Ë ËÁ·ÎÂ‰Ìfl-
‚‡˘Ë, Í‡ÚÓ Ò‡ÏËfl Ô˙ÙÓÏ‡ÌÒ, ËÁÓÒÚ‡-
‚ÂÌËÚÂ ÔÂ‰ÏÂÚË ÒÂ ÔÓfl‚fl‚‡Ú ÚÛÍ Ë Ú‡Ï
Á‡ı‚˙ÎÂÌË/ÔÓ‰ı‚˙ÎÂÌË, ÓÒÚ‡‚Â-
ÌË/ÔÓÒÚ‡‚ÂÌË, Á‡Ú˙ÍÌ‡ÚË/Ì‡Ú˙ÔÍ‡ÌË,
Á‡ÎÂÔÂÌË/Á‡·Ó‰ÂÌË, Ì‡ÔËÒ‡ÌË/ËÁËÒÛ-
‚‡ÌË Ì‡ Ì‡È-ÌÂÓ˜‡Í‚‡ÌË, ÌÂ-ÔÛ·ÎË˜ÌË
Ë ÌÂ-Ï‡ÒÓ‚Ë „‡‰ÒÍË ÏÂÒÚ‡. á‡ ï-tendo
ÚÓ‚‡ Ò‡ ËÁ‚ÂÚfl‚‡˘Ë Ò˙ÍÓ‚Ë˘‡ –
Í‡ÚÍÓÚ‡ÈÌ‡Ú‡ Ô‡ÏÂÚ Ì‡ „‡‰‡. ÇÒÂÍË
ÓÒÚ‡‚fl ÒÎÂ‰ ÒÂ·Â ÒË ‡ÓÏ‡Ú ÓÚ Ï‡ÎÍË,
ÎË˜ÌË ÒÎÛ˜ÍË. É‡‰˙Ú Â ÒˆÂÌ‡ Ì‡ Í‡Ú-
ÍÓ‚ÂÏÂÌÌ‡Ú‡ Ô‡ÏÂÚ, ÍÓflÚÓ Ò‡ÏÓ Ú˙ÌÍ‡
ÒÎÂ‰‡ ‡Á‰ÂÎfl ÓÚ ÏË„ÌÓ‚ÂÌ‡Ú‡ Á‡·‡-
‚‡. íÓÈ ÔÓÂÏ‡ ‚ ÒÂ·Â ÒË ÒÎÂ‰Ë ÓÚ ÒÎÛ-
˜‡ÈÌË ÎËˆ‡, ÌÂ·ÂÊÌÓ Ô˙ÒÌ‡ÚË ÓÒÚ‡-
Ú˙ˆË ÒÎÂ‰ ÍÓÌÒÛÏ‡ÚÓË, ·ÓÍÎÛÍ ÒÎÂ‰
Ï‡ÒÓ‚ÍËÚÂ. íÂ‡Ú‡ÎÌ‡Ú‡ „ÛÔ‡ ËÏ‡
ÓÒÓ·ÂÌ ‚ÍÛÒ Í˙Ï ÚÂÁË ÌÂÁ‡·ÂÎÂÊËÏË
ÚÓıË ÓÚ ÌÂ˜ËË ÂÙÂÏÂÌË ÊË‚ÓÚË. ñfl-
Î‡Ú‡ ‡Ï·ËˆËfl Ì‡ ï-tendo Â ÙÓÍÛÒË‡Ì‡
‚ ÚÓ‚‡ ÌÂ‚Ë‰ËÏÓ Ì‡ÔÂÊÂÌËÂ: Í‡‰ËÚÂ
Ì‡ ËÌÒˆÂÌË‡Ì‡Ú‡ àÒÚÓËfl (Ë ÚÂÁË
‰Â·ÌË, ÌÂÁ‡·ÂÎÂÊËÏË Ô‡˜ÂÌˆ‡ ÓÚ
ËÌ‰Ë‚Ë‰‡), ÍÓflÚÓ ‚flÚ˙˙Ú ÔÓÏËÚ‡... ïÓ-
‡Ú‡ ÌÂÔÂÍ˙ÒÌ‡ÚÓ ˙ÒflÚ ‚ „‡‰‡ ÔÓ-
‰Ó·ÌË ÌÂÁÌ‡˜ËÚÂÎÌË ÌÂ˘‡, ÛÍ‡Òfl‚‡Ú
„Ó Ò˙‚ÒÂÏ Á‡ Ï‡ÎÍÓ Ò Ô‡ÏÂÚ Á‡ ÒÂ·Â ÒË
Ë Ï‡ÎÍÓ ÒÎÂ‰ ÚÓ‚‡ Ë ÚÂ, Ë „‡‰˙Ú Á‡·-
‡‚flÚ... ï-tendo ·flı‡ Ú˙„Ì‡ÎË Ò ı˙Ò‡
Ì‡ ÍËÏËÌ‡ÎËÒÚË ÔÓ ÒÎÂ‰ËÚÂ Ì‡ Ú‡ÁË
Í‡ÚÍÓÚ‡ÈÌÓÒÚ Ë ·flı‡ Ó„‡Ê‰‡ÎË Ò ÚÂ-
·Â¯Ë ÏÂÒÚÓÔÂÒÚ˙ÔÎÂÌËflÚ‡ Ì‡ Á‡·‡-
‚‡Ú‡ – Ú‡Ï, Í˙‰ÂÚÓ ÌflÍ‡Í‚‡ ÒÎÂ‰‡ Â
‚Â˜Â Ì‡ Ô˙Ú ‰‡ ËÁ˜ÂÁÌÂ. àÁ·ÎÂ‰Ìfl‚‡-
˘ËÚÂ Ú‡ÂÍÚÓËË Ì‡ ÒÎÛ˜‡ÈÌÓÚÓ (ÚÂ ÌÂ
Ò‡ ÌËÚÓ ÓÚ Ò‚ÂÚ‡ Ì‡ èÓıÓ‰‡, ÌËÚÓ ÓÚ
ÚÓÁË Ì‡ Pendelverkehr) ·ÂÎÂÊ‡Ú ‰Û„Ó
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out. The paling trajectories of the inci-
dental (they do not belong either to the
world of the March or to that of the
Pendelverkehr) mark out another city
time wherein man is alone with his/her
objects and all that stuff that he/she will
generously sow behind without any
expectation for a compensation by the
city. It goes away, away…

This micro perspective can make one go
back to the first perpendicular video
installation. After having watched the
second screen, the viewer could spot
that individual faces and traces can be
found in the first one as well: people who
chant and yet distractedly look towards
Vitosha rather than to the stage; smokers
chucking their butts right in front of the
stage or bizarre spirited faces among
files of people along escalators – trouble-
seekers, story-tellers or just vividly curi-
ous folks. The Brownian people are more
than particles – the X-tendo camera
every now and then manages to trap
traces or footprints of traces, feeble
auras that linger on and stay after indi-
viduals whom we failed to notice. Just to
fade away really fast. Even the chalk can-
not help, short-lived as it is.

In this dual context X-tendo are tamper-
ing with little flags – such a symbol of
powerful collectiveness and historic
marching. These flaglets however bear
no covenant to stick throughout the ages
but little notes to the aid of short-term
memory. These are the banners of what
is here not to stay. Did Tsvety, Elena,
Lilly and Sasho expect the flag bearers,
which were to come in their footsteps
joyfully brandishing the unimportant
details of their lives: pizza chunks, ciga-
rette butts, a plastic bottle with a spit of
water inside, a moment of pause?
Perpetuating what is transient does not
stand much of a chance. But the ban-
ners themselves pretty much look like
what they represent – ephemeral, minute
and insignificant… Souvenirs from a per-
formance you are going to forget, nice lit-
tle pieces of junk which everyone tossed
off anyway.

„‡‰ÒÍÓ ‚ÂÏÂ, ‚ ÍÓÂÚÓ ˜Ó‚ÂÍ Â Ò‡Ï
Ò˙Ò Ò‚ÓËÚÂ ÔÂ‰ÏÂÚË Ë ÌÂ˘‡Ú‡, ÍÓËÚÓ
˘Â‰Ó ˘Â ÔÓÒÂÂ ÒÎÂ‰ ÒÂ·Â ÒË, ·ÂÁ ‰‡
˜‡Í‡ ÓÚÔÎ‡Ú‡ ÓÚ „‡‰‡. íÓÈ ÓÚÏËÌ‡‚‡,
ÓÚÏËÌ‡‚‡, ÓÚÏËÌ‡‚‡...

í‡ÁË ÏËÍÓ-ÔÂÒÔÂÍÚË‚‡ ÏÓÊÂ ‰‡ Ì‡-
Í‡‡ ‚ÒÂÍË ‰‡ ÒÂ ‚˙ÌÂ Ó˘Â ‚˙‰Ì˙Ê
Í˙Ï Ô˙‚‡Ú‡, ÔÂÔÂÌ‰ËÍÛÎflÌ‡ ÙËÎÏÓ-
‚‡ ËÌÒÚ‡Î‡ˆËfl. ëÎÂ‰ ‚ÚÓËfl ÂÍ‡Ì ÁË-
ÚÂÎflÚ ÏÓÊÂ¯Â ‰‡ Á‡·ÂÎÂÊË ‚ Ô˙‚Ëfl,
˜Â ËÌ‰Ë‚Ë‰Û‡ÎÌË ÎËˆ‡ Ë ÒÎÂ‰Ë ËÏ‡ Ë
Ú‡Ï: ıÓ‡, ÍÓËÚÓ ÒÍ‡Ì‰Ë‡Ú, ÌÓ „ÎÂ‰‡Ú
‡ÁÒÂflÌÓ ÌÂ Í˙Ï ÚË·ÛÌ‡Ú‡, ‡ Í˙Ï ÇË-
ÚÓ¯‡; ÔÛ¯‡˜Ë, ÍÓËÚÓ ı‚˙ÎflÚ Ù‡ÒÓ‚Â
ÔÂ‰ ÚË·ÛÌ‡Ú‡; ËÎË Ô˙Í ÒÚ‡ÌÌË, Ó‰Û-
ıÓÚ‚ÓÂÌË ÙËÁËÓÌÓÏËË ‚ Â‰ËˆËÚÂ ÔÓ
ÂÒÍ‡Î‡ÚÓËÚÂ – ÒÍ‡Ì‰‡ÎÊËË, ‡‚ÚÓË Ì‡
‚ËˆÓ‚Â ËÎË Î˛·ÓÔËÚÍÓ‚ˆË. Å‡ÛÌÓ‚ËÚÂ
ıÓ‡ ‚ÒÂ Ô‡Í ÌÂ Ò‡ Ò‡ÏÓ ˜‡ÒÚËˆË – Í‡-
ÏÂ‡Ú‡ Ì‡ ï-tendo ÓÚ‚ÂÏÂ-Ì‡‚ÂÏÂ
ÛÒÔfl‚‡ ‰‡ ı‚‡ÌÂ ÒÎÂ‰Ë ËÎË ÒÎÂ‰Ë Ì‡
ÒÎÂ‰Ë – ÍÂıÍË ‡ÛË, ÍÓËÚÓ ÒÂ ÔÓÚÓ˜-
‚‡Ú Ë ÓÒÚ‡‚‡Ú ÒÎÂ‰ ËÌ‰Ë‚Ë‰Ë, ÍÓËÚÓ
‰ÓË ÌÂ ÒÏÂ Á‡·ÂÎflÁ‡ÎË. á‡ ‰‡ ËÁ‚ÂÚ-
ÂflÚ ·˙ÁÓ, Ú‚˙‰Â ·˙ÁÓ. ÑÓË ÚÂ·Â-
¯Ë˙Ú, Ú‡Í‡ ÂÙÂÏÂÂÌ Ë ÚÓÈ, ÌÂ ÏÓÊÂ
‰‡ ÔÓÏÓ„ÌÂ.

Ç ÚÓÁË ‰‚ÓÂÌ ÍÓÌÚÂÍÒÚ ï-tendo ÒË Ë„-
‡flÚ Ò˙Ò ÁÌ‡ÏÂÌˆ‡ – ÚÓÁË ÒËÏ‚ÓÎ Ì‡
ÏÓ˘Ì‡ ÍÓÎÂÍÚË‚ÌÓÒÚ Ë ËÒÚÓË˜ÂÒÍË
ÔÓıÓ‰Ë. ç‡ ÏËÌË‡Ú˛ÌÓÚÓ ÙÎ‡„˜Â
‚Ò˙˘ÌÓÒÚ Ò‡ Á‡ÔËÒ‡ÌË ÌÂ Á‡‚ÂÚË, ÍÓË-
ÚÓ ˘Â ÔÂ·˙‰‡Ú ÔÂÁ ‚ÂÍÓ‚ÂÚÂ, ‡ ÔÓ-
ÏÓ˘ÌË ·ÂÎÂÊÍË Ì‡ Í‡ÚÍÓ‚ÂÏÂÌÌ‡Ú‡
Ô‡ÏÂÚ. áÌ‡ÏÂÌ‡ Ì‡ ÌÂÚ‡ÈÌÓÚÓ, Ôfl-
ÔÓˆË Ì‡ ÓÌÓ‚‡, ÍÓÂÚÓ ÒË ÓÚË‚‡ ÏË„ÌÓ-
‚ÂÌÓ. Ñ‡ÎË ñ‚ÂÚË, ÖÎÂÌ‡, ãËÎË Ë ë‡¯Ó
Ó˜‡Í‚‡Ú ÁÌ‡ÏÂÌÓÒˆËÚÂ, ÍÓËÚÓ ˘Â ‰ÓÈ-
‰‡Ú ÒÎÂ‰ Úflı Ë ˘Â ‡Á‚ÂflÚ ·Ó‰Ó ÌÂÁ-
Ì‡˜ËÚÂÎÌËÚÂ ‰ÂÚ‡ÈÎË ÓÚ ÊË‚ÓÚ‡ ËÏ:
Ô‡˜ÂÌˆ‡ ÔËˆ‡, ÌÂ‰ÓÔÛ¯ÂÌË ˆË„‡Ë,
ÔÎ‡ÒÚÏ‡ÒÓ‚Ó ¯Ë¯Â Ò Ï‡ÎÍÓ ‚Ó‰‡, ÏË„
Ì‡ ÓÚ‰Ëı?.. ò‡ÌÒ˙Ú Á‡ ÓÔ‡Á‚‡ÌÂ Ì‡
ÂÙÂÏÂÌÓÚÓ ÌÂ Â „ÓÎflÏ. çÓ Ë Ò‡ÏËÚÂ
ÁÌ‡ÏÂÌˆ‡ Ò‡ Í‡ÚÓ ÚÂÁË ‰ÂÚ‡ÈÎË – ÂÙÂ-
ÏÂÌË, ‰Â·ÌË˜ÍË Ë ÌÂÁÌ‡˜ËÚÂÎÌË...
ëÛ‚ÂÌËË ÓÚ Ô˙ÙÓÏ‡ÌÒ, ÍÓÈÚÓ ˘Â
Á‡·‡‚Ë¯, ÒËÏÔ‡ÚË˜ÌË ·ÓÍÎÛ˜ÂÚ‡, ÍÓË-
ÚÓ Ì‡Í‡fl ‚ÒË˜ÍË ‚ÒÂ Ô‡Í ı‚˙Îflı‡...

éÚ „ÎÂ‰Ì‡ ÚÓ˜Í‡ Ì‡ ‚ÚÓ‡Ú‡ ËÌÒÚ‡Î‡-
ˆËfl ‰ÓË ‚ ÒÓˆË‡ÎËÒÚË˜ÂÒÍËÚÂ Ï‡ÒÓ‚-
ÍË ÏÓ„‡Ú ‰‡ ·˙‰‡Ú ‚Ë‰ÂÌË ËÌÚËÏÌË,
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From the viewpoint of the second instal-
lation even the socialist mass scenes
may offer intimate, fleeting recollections:
in their talk with Diana Popova and
Luchezar Boyadjiev X-tendo members
claim to have an interest in the 70’s, the
mausoleum and the rallies for giving
them recollections of/about their moms
and dads, a personal sentiment, some of
them added. Therefore, this city-based
reproduction is a meta-memory rather
than a memory: chalk circles left empty.
The latter will be short-lived – within a
performance spell, over a few film quants
of memory.

Eye polices

Thus, what brings together the two
entirely different city visions put forward
by Terziev and X-tendo is the rejection of
the attempt to see the city as a whole.
The Sofia vision is not something easily
taken for granted but a target for explo-
ration. In it, special and visual elements
are entangled with temporal ones, mass
phenomena blend with intimate sensa-
tion, and the latter with issues to do with
the sociology of the bodies and the
anthropology of urban memory. The play
of frames, interactive programmes, per-
spectives and performances needs to
hold together this multi-faceted, scat-
tered image. The visual and the ideologi-
cal, the technological and the monumen-
tal, the cadastral and the historical, the
theatrical and the environmental vertigi-
nously blend together within the casual
heterotopia named Sofia.

As a matter of fact both projects are
committed to the transitional state of the
city. It does not resemble modern capi-
talist metropolises not only for its relative-
ly modest Balkan scale. The Terziev and
X-tendo projects are trying to visualise
Sofia’s bizarre hanging in between
processes, both projects are aware of
the fine line between the as-a-rule-of-
thumb pluralism of the post-modern city
and its Sofia version.

The huge post-modern metropolises are
generated through rearranging the social
and spatial matrix of former modern
cities reflecting and at the same time

Í‡ÚÍÓÚ‡ÈÌË ÒÔÓÏÂÌË: ‚ Ò‚Ófl ‡Á„Ó-
‚Ó Ò ÑË‡Ì‡ èÓÔÓ‚‡ Ë ã˙˜ÂÁ‡ ÅÓfl-
‰ÊËÂ‚ ˜ÎÂÌÓ‚Â ÓÚ „ÛÔ‡Ú‡ Á‡fl‚fl‚‡Ú, ˜Â
ÒÂ ËÌÚÂÂÒÛ‚‡Ú ÓÚ 70-ÚÂ, Ï‡‚ÁÓÎÂfl Ë
Ï‡ÌËÙÂÒÚ‡ˆËËÚÂ, Á‡˘ÓÚÓ ÚÓ‚‡ Ò‡ ÒÔÓ-
ÏÂÌËÚÂ Ì‡/Á‡ Ï‡ÈÍËÚÂ Ë ·‡˘ËÚÂ, ÎË˜ÂÌ
Ò‡ÌÚËÏÂÌÚ, ‰Ó·‡‚fl ÌflÍÓÈ ÓÚ Úflı. í‡Í‡
˜Â ÔÓ „‡‰‡, ‚Ë‰flÌ Ë ÔÂ‰ÒÚ‡‚ÂÌ ÓÚ
ï-tendo, ‚ ÔÓÒÎÂ‰Ì‡ ÒÏÂÚÍ‡ ÒÂ ‡ÍÚÛ‡ÎË-
ÁË‡ ÌÂ Ô‡ÏÂÚ, ‡ ÏÂÚ‡-Ô‡ÏÂÚ: ÓÒÚ‡Ì‡ÎË
Ô‡ÁÌË ÚÂ·Â¯ËÂÌË Í˙„Ó‚Â. äÓËÚÓ
Ò˙˘Ó ˘Â Ò˙˘ÂÒÚ‚Û‚‡Ú Á‡ Í‡ÚÍÓ – Á‡
‚ÂÏÂÚÓ Ì‡ Â‰ËÌ Ô˙ÙÓÏ‡ÌÒ, Á‡ Ó˘Â
ÌflÍÓÎÍÓ ÙËÎÏÓ‚Ë Í‚‡ÌÚ‡ ÓÚ Ô‡ÏÂÚÚ‡.

èÓÎËÚËÍËÚÂ Ì‡ ÓÍÓÚÓ

à Ú‡Í‡ – ÓÌÓ‚‡, ÍÓÂÚÓ Ó·Â‰ËÌfl‚‡ ‰‚ÂÚÂ
Ì‡Ô˙ÎÌÓ ‡ÁÎË˜ÌË ‚ËÁËË Ì‡ „‡‰‡,
ÔÂ‰ÎÓÊÂÌË ÓÚ íÂÁËÂ‚ Ë „ÛÔ‡Ú‡ 
ï-tendo, Â ‚Ò˙˘ÌÓÒÚ ÓÚı‚˙ÎflÌÂÚÓ Ì‡
ÓÔËÚ‡ ‰‡ ÒÂ ‚Ë‰Ë „‡‰‡ Í‡ÚÓ ˆflÎÓÒÚ.
ÇËÁËflÚ‡ Ì‡ ëÓÙËfl ÌÂ Â ÎÂÒÌ‡ Ó˜Â‚Ë‰-
ÌÓÒÚ, ‡ Á‡‰‡˜‡ Á‡ ËÁÒÎÂ‰‚‡ÌÂ. íÛÍ
ÔÓÒÚ‡ÌÒÚ‚ÂÌÓ-‚ËÁÛ‡ÎÌË ÂÎÂÏÂÌÚË ÒÂ
ÔÂÔÎËÚ‡Ú Ò ÚÂÏÔÓ‡ÎÌË, Ï‡ÒÓ‚Ë ÙÂÌÓ-
ÏÂÌË Ò ËÌÚËÏÌË ÔÂÊË‚fl‚‡ÌËfl, ‡ ÚÂ – Ò
ÔÓ·ÎÂÏË Ì‡ ÒÓˆËÓÎÓ„ËflÚ‡ Ì‡ ÚÂÎ‡Ú‡ Ë
‡ÌÚÓÔÓÎÓ„ËflÚ‡ Ì‡ „‡‰ÒÍ‡Ú‡ Ô‡ÏÂÚ.
à„‡Ú‡ Ì‡ Í‡‰Ë, ËÌÚÂ‡ÍÚË‚ÌË ÔÓ„‡-
ÏË, ÔÂÒÔÂÒÔÂÍÚË‚Ë Ë Ô˙ÙÓÏ‡ÌÒË
Úfl·‚‡ ‰‡ Û‰˙Ê‡ ÚÓÁË ÒÎÓÊÂÌ, ÏÌÓ„Ó-
ÏÂÂÌ Ë ‡ÁÔ˙ÒÌ‡Ú Ó·‡Á. ÇËÁÛ‡ÎÌÓÚÓ
Ë Ë‰ÂÓÎÓ„Ë˜ÂÒÍÓÚÓ, ÚÂıÌÓÎÓ„Ë˜ÂÒÍÓÚÓ Ë
ÏÓÌÛÏÂÌÚ‡ÎÌÓÚÓ, Í‡ÚÓ„‡ÙÒÍÓÚÓ Ë ËÒ-
ÚÓË˜ÂÒÍÓÚÓ, ÚÂ‡Ú‡ÎÌÓÚÓ Ë ÂÍÓÎÓ„Ë˜-
ÌÓÚÓ Ò‚ÂÚÓ‚˙ÚÂÊÌÓ ÒÂ ÒÏÂÒ‚‡Ú ‚ Ó·Ë-
˜‡ÈÌ‡Ú‡ ıÂÚÂÓÚÓÔËfl, Ì‡Â˜ÂÌ‡ ëÓÙËfl.

ÇÒ˙˘ÌÓÒÚ Ë ‰‚‡Ú‡ ÔÓÂÍÚ‡ ÒÂ Á‡ÌËÏ‡-
‚‡Ú Ò ÔÂıÓ‰ÌÓÚÓ Ò˙ÒÚÓflÌËÂ Ì‡ „‡‰‡.
íÓÈ ÌÂ ÔËÎË˜‡ Ì‡ ÏÓ‰ÂÌËÚÂ Í‡ÔËÚ‡-
ÎËÒÚË˜ÂÒÍË ÏÂ„‡-ÔÓÎËÒË ÌÂ Ò‡ÏÓ Á‡˘Ó-
ÚÓ Â Ò˙Ò Ò‡‚ÌËÚÂÎÌÓ ÒÍÓÏÂÌ ·‡ÎÍ‡Ì-
ÒÍË Ï‡˘‡·. èÓÂÍÚËÚÂ Ì‡ ä‡ÒËÏË
íÂÁËÂ‚ Ë ï-tendo ÔÓÍ‡Á‚‡Ú, ˜Â ëÓÙËfl
ÌflÍ‡Í ‚ËÒË ÏÂÊ‰Û ÔÓˆÂÒËÚÂ, Òı‚‡˘‡Ú
Ú˙ÌÍ‡Ú‡ ‡ÁÎËÍ‡ ÏÂÊ‰Û ÔËÌˆËÔÌÓÚÓ
‡Á·fl„‚‡ÌÂ Ì‡ ÔÓÒÚ-ÏÓ‰ÂÌËfl „‡‰ Ë
ÌÂ„Ó‚Ëfl ÒÓÙËÈÒÍË ‚‡Ë‡ÌÚ.

ÉÓÎÂÏËÚÂ ÔÓÒÚ-ÏÓ‰ÂÌË ÏÂ„‡-ÔÓÎËÒË
ÒÂ ‡Ê‰‡Ú ˜ÂÁ ÔÂÔÓ‰ÂÊ‰‡ÌÂ Ì‡ ÒÓ-
ˆËÓ-ÔÓÒÚ‡ÌÒÚ‚ÂÌ‡Ú‡ Ï‡ÚËˆ‡ Ì‡ ÔÂ-
‰Ë¯ÌËÚÂ ÏÓ‰ÂÌË „‡‰Ó‚Â, ‚ ÍÓÂÚÓ Â‰-
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ÌÓ‚ÂÏÂÌÌÓ ÒÂ ÓÚ‡Áfl‚‡Ú Ë Á‡Â‰ÌÓ Ò
ÚÓ‚‡ Â‡ÎËÁË‡Ú „ÎÓ·‡ÎËÁË‡˘‡Ú‡ ÒÂ
Ë Â-ÎÓÍ‡ÎËÁË‡˘‡ ÒÂ ËÍÓÌÓÏËÍ‡, Í‡Í-
ÚÓ Ë ÌÓ‚ËÚÂ ÒÓˆË‡ÎÌË ÓÚÌÓ¯ÂÌËfl, ıÂ„Â-
ÏÓÌËË Ë ÈÂ‡ıËË ÏÂÊ‰Û ËÌ‰Ë‚Ë‰Ë,
„ÛÔË, ÂÚÌÓÒË, ÒÓˆË‡ÎÌË ÍÎ‡ÒË. ãÓÒ ÄÌ-
‰ÊÂÎÓÒ, Ì‡ÔËÏÂ (Ú‡Í‡ Í‡ÍÚÓ „Ó ÓÔËÒ-
‚‡ Ö‰Û‡‰ ëÓı‡ ‚ Ò‚ÓflÚ‡ ÍÌË„‡
“Postmodern Geographies: the
Reassertion of Space in Critical Social
Theory”, London; Verso, 1989, 1990) ÒÂ Â
ÔÂ‚˙Ì‡Î ÓÚ „‡‰ ‚ Ò‚˙ı-ÒËÒÚÂÏ‡,
ËÌÍÓÔÓË‡Î‡ ÒÚÓÚËˆË Ï‡ÎÍË „‡‰˜Â-
Ú‡ Ë ‡ÁÔÂ‰ÂÎËÎ‡ ÔÓ ÌÓ‚ Ì‡˜ËÌ ˆÂÌÚ-
Ó‚ÂÚÂ Ë ÔÂËÙÂËËÚÂ. ÉË„‡ÌÚÒÍËflÚ
„‡‰ Â ËÁÚÎ‡ÒÍ‡Î ËÁ‚˙Ì ÒÂ·Â ÒË ËÌ‰Û-
ÒÚË‡ÎÌËÚÂ ÔÓËÁ‚Ó‰ÒÚ‚‡, Á‡ ‰‡ ÓÒË„Û-
Ë Ì‡‚ÒflÍ˙‰Â ÏÂÒÚ‡ Á‡ ÍÓÌÒÛÏ‡ˆËfl Ë
Á‡·‡‚ÎÂÌËÂ, ÒÏÂÒËÎ Â ÒËÚË-ÚÓ Ë „ÂÚÓÚÓ,
ÓÙÓÏËÎ Â ‚ÂË„‡ ÓÚ ‡·ÓÚÌË˜ÂÒÍË
„‡‰˜ÂÚ‡-Ò‡ÚÂÎËÚË Á‡ Ó·ÒÎÛÊ‚‡˘Ëfl
ÔÂÒÓÌ‡Î, ‡ Á‡ ·Ó„‡ÚËÚÂ – ‡ıËÔÂÎ‡ÁË
ÓÚ ÎÛÍÒÓÁÌË residence areas ‚ ÔÓ-‰‡-
ÎÂ˜ÌËÚÂ ÂÍÓÎÓ„Ë˜ÌË ÓÍÓÎÌÓÒÚË. íÓÈ Ò˙-
˘ÂÒÚ‚Û‚‡ ˜ÂÁ Ó·ÏÂÌ, ÔÛÎÒË‡ÈÍË
˜ÂÁ Ò‚˙ıÏÓ˘Ì‡Ú‡ ÒË Ú‡ÌÒÔÓÚÌ‡ Ë
ÍÓÏÛÌËÍ‡ˆËÓÌÌ‡ ÒËÒÚÂÏ‡, ÔÂˆËÁÌÓ
ÓÒË„Ûfl‚‡˘‡ ‚ÒÂÍË‰ÌÂ‚ÌÓÚÓ ‚ÎËÁ‡ÌÂ Ë
ËÁÎËÁ‡ÌÂ Ì‡ ÒÚÓÚËˆË ıËÎfl‰Ë ıÓ‡ ÓÚ
‡ÁÎË˜ÌË ÒÓˆË‡ÎÌË „ÛÔË. íÂ ËÏ‡Ú ‡Á-
ÎË˜ÌË ‰ÂÒÚËÌ‡ˆËË, Ú‡ÂÍÚÓËË Ë life
styles, ÌÓ ÒÚË„‡Ú ‰Ó ÚÓ˜ÌÓÚÓ ÏflÒÚÓ ‚
ÚÓ˜ÌÓÚÓ ‚ÂÏÂ, Á‡ ‰‡ ËÁ‚˙¯‡Ú ÚÓ˜ÌË-
ÚÂ, Ó˜‡Í‚‡ÌË ÓÚ Úflı ‰ÂÈÌÓÒÚË: ·ÂÎË Ë
ÒËÌË flÍË˜ÍË, ÔÓÏÓ˘ÂÌ ÔÂÒÓÌ‡Î, ·‡Ì-
ÍÓ‚Ë ˛ÔËÚ‡, ÔÓÎËˆ‡Ë. î‡„ÏÂÌÚ‡ËÁ‡-
ˆËflÚ‡ Ë ÔÓÒÚ-ËÌ‰ÛÒÚË‡ÎÌ‡Ú‡ ÙÛÌÍˆËÓ-
Ì‡ÎËÁ‡ˆËfl Ì‡ „‡‰‡ ÌÂ Ò‡ÏÓ ÌÂ ÒÂ ËÁÍ-
Î˛˜‚‡Ú ‚Á‡ËÏÌÓ, ÌÓ ÒÂ ÔÂ‰ÔÓÎ‡„‡Ú –
ıÂÚÂÓ„ÂÌÌËflÚ ÏÂ„‡ÔÓÎËÒ Â ÔÓ-ÍÓÏÔ-
ÎÂÍÒÌ‡ Ë ÒÎÓÊÌ‡ ÒÚÂÔÂÌ Ì‡ ÒÓˆË‡ÎÌÓ-
ÔÓÒÚ‡ÌÒÚ‚ÂÌ‡ Ó„‡ÌËÁ‡ˆËfl ÓÚ ËÌ‰ÛÒ-
ÚË‡ÎÌËfl „‡‰ Ì‡ XIX Ë Ì‡˜‡ÎÓÚÓ Ì‡ XX
‚ÂÍ. ïÂÚÂÓ„ÂÌÌÓÒÚÚ‡ Ë ‡ÚÓÏËÁ‡ˆËflÚ‡
Ì‡ ÔÓÒÚ‡ÌÒÚ‚‡Ú‡ ‚ „‡‰‡ Ò‡ ‚˙ÁÏÓÊ-
ÌË, Á‡˘ÓÚÓ ÔÓ‰ Úflı ËÏ‡ Ò‚˙ı-ÒÎÓÊÌ‡
ËÌÙ‡ÒÚÛÍÚÛ‡ Ë Ô‡flÊËÌË Ì‡ ÒÓˆË‡Î-
Ì‡Ú‡ ‚Î‡ÒÚ (Ò ˆflÎ‡Ú‡ ÙÛÍÓflÌÒÍ‡ ‰‚ÛÒ-
ÏËÒÎÂÌÓÒÚ Ì‡ ÔÓÌflÚËÂÚÓ ◊‚Î‡ÒÚ“). é·Ó-
ÒÓ·fl‚‡ÌÂÚÓ Ì‡ ÒÓˆË‡ÎÌË ÏËÍÓ-ÔÓÒÚ-
‡ÌÒÚ‚‡ ‚ Úflı Ò˙ÊËÚÂÎÒÚ‚‡ Ò˙Ò Ò‚˙ı-
ÏÓ˘ÌËÚÂ, ÍÓÏÔ˛Ú˙ÌÓ ÍÓÌÚÓÎË‡ÌË Ë
ÍÓÌÚÓÎË‡˘Ë Ï‡¯ÛÚË, Ú‡ÙËˆË Ë
ÏÂÊË, ÔÓÁ‚ÓÎfl‚‡˘Ë ‰Û„Ó ÌË‚Ó Ì‡

materialising the globalised and re-
localised economy as well as the new
social links and hierarchies among indi-
viduals, groups, ethnicities and social
classes. Los Angeles for instance (as
described by Edward Soha in his book
“Postmodern Geographies: the
Reassertion of Space in Critical Social
Theory”, London; Verso, 1989, 1990) has
grown from a city into a super-system
having incorporated hundreds of small
towns and reallocated centres and
peripheries in a new fashion. The gigan-
tic city has shoved out the manufacturing
facilities in order to provide consumption
and entertainment spots all around, it
has mixed together the city and the ghet-
to, has formed a chain of working class
satellite areas housing the service per-
sonnel and archipelagos of swish resi-
dence areas for the rich in the more
remote environmentally friendly suburbia.
This type of conglomerate exists on the
basis of exchange, pulsating through its
hyper-powered transport and communi-
cation system, accurately assuring the
day-to-day entrance and exit of hundreds
and thousands of people of various
walks of life. They have various destina-
tions, routes and lifestyles but are
nonetheless able to hit the right place in
the right time pursuing routine and
expected activities: white and blue col-
lars, technical staff, bank clerks, yuppies,
policemen. The fragmentation and the
post-industrial functionality of the city do
not deny but assume one another. The
heterogeneous mega-polis is a more
complex type of social and spatial organ-
isation than the industrial town from the
19th and the early 20th century. The hetero-
geneity and atomisation of urban space
is possible since they are underpinned
by a complex infrastructure and webs of
social power (with all the Foucault ambi-
guity of the power concept). The forma-
tion of social micro-spaces in them co-
exists with the super-powered electroni-
cally controlled and controlling routes,
traffics and networks allowing another
level of centralised urban process man-
agement. The mega-polis is a heteroge-
neous a-opticum, a multi dimensional
and multi functional universe without a
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ˆÂÌÚ‡ÎËÁË‡ÌÓ ÛÔ‡‚ÎÂÌËÂ Ì‡ „‡‰Ò-
ÍËÚÂ ÔÓˆÂÒË. åÂ„‡ÔÓÎËÒ˙Ú Â Â‰ËÌ ıÂ-
ÚÂÓ„ÂÌÂÌ ‡-ÓÔÚËÍÛÏ, ÏÌÓ„ÓÏÂÌ‡ Ë
ÏÌÓ„ÓÙÛÌÍˆËÌ‡ÎÌ‡ ‚ÒÂÎÂÌ‡ ·ÂÁ ıÓÏÓ-
„ÂÌÌ‡ ‚ËÁËfl. èÓÎËÚËÍ‡Ú‡ Ì‡ ÓÍÓÚÓ
ÒÔflÏÓ ÔÓ‰Ó·ÂÌ ÍÓÌ„ÎÓÏÂ‡Ú ËÁËÒÍ‚‡
ÒÔÓÒÓ·ÌÓÒÚ ‰‡ ÒÂ ÔÓÁÂ ‚ Ë Á‡‰ ÌÂ„Ó-
‚‡Ú‡ ıÂÚÂÓ„ÂÌÌ‡ „ÎÂ‰Í‡, ‚ Ë Á‡‰ ÒÎÓÊ-
ÌËÚÂ, ÍÓÌÙÎËÍÚÌË Ë ÌÂ‚ËÌ‡„Ë ÒÔ‡‚Â‰-
ÎË‚Ë ÒÓˆË‡ÎÌË ÓÚÌÓ¯ÂÌËfl, ÍÓËÚÓ ÔÓ-
ËÁ‚Ó‰ÒÚ‚ÓÚÓ Ì‡ „‡‰ÒÍË ÔÓÒÚ‡ÌÒÚ‚‡
Â‰ÌÓ‚ÂÏÂÌÌÓ ÓÚ‡Áfl‚‡ Ë ÓÔÓÒÂ‰fl‚‡.
á‡‰‡˜‡Ú‡, ÍÓflÚÓ ÒË ÔÓÒÚ‡‚flÚ ÔÓÒÚ-ÏÓ-
‰ÂÌËÚÂ Û·‡ÌËÒÚË Ë „ÂÓ„‡ÙË, Ó·ËÍÌÓ-
‚ÂÌÓ Â ÓÚÍÓ‚ÂÌÓ Îfl‚‡ ‚ ÔÓÎËÚË˜ÂÒÍÓ
ÓÚÌÓ¯ÂÌËÂ: ‰‡ ÒÂ ‡ÁÓ·ÎË˜Ë ÏÂ„‡-ÔÓ-
ÎËÒ‡ Í‡ÚÓ ÌÓ‚Ó, ÓÔÓÒÚ‡ÌÒÚ‚ÂÌÓ alter
ego Ì‡ ÔÓËÁ‚ÂÊ‰‡˘‡Ú‡ ÌÂÒÔ‡‚Â‰ÎË-
‚ÓÒÚ, ËÁÍÎ˛˜‚‡ÌÂ Ë ÌÂ‡‚ÂÌÒÚ‚Ó
‚Î‡ÒÚ. íÓ‚‡ ‚Â˜Â Â ‚ÒÂ ÔÓ-ÚÓÚ‡ÎÌ‡ Ë
‚ÒÂ ÔÓ-Ï‡ÎÍÓ ÍÓÌÚÓÎË‡Ì‡, ‡ÌÓÌËÏÌ‡
Ë ‰ËÒÔÂÒÌ‡ ‚Î‡ÒÚ, Ò˙ÔÓÚË‚ËÚÂ ÒÂ˘Û
ÍÓflÚÓ ÒÚ‡‚‡Ú ‚ÒÂ ÔÓ-ÚÛ‰ÌË, Ë Á‡ Á‡-
Ô‡‰Ì‡Ú‡ ÎÂ‚Ëˆ‡ ÚÓ‚‡ „Ë Ô‡‚Ë ÒÔÂˆË-
ÙË˜Ì‡ ÔÓÒÚÏÓ‰ÂÌ‡ Á‡‰‡˜‡.

åÓÊÂ ·Ë Ë ëÓÙËfl ˘Â ÒÚ‡ÌÂ Â‰ËÌ ‰ÂÌ
Ú‡Í˙‚ „‡‰ (Ë ÚÓ„‡‚‡ ˘Â ËÏ‡ ‰Û„Ë, ÒË-
„ÛÌÓ ÔÓ-ÒÂËÓÁÌË ÔÓ·ÎÂÏË). èÓÂÍ-
ÚËÚÂ Ì‡ ä‡ÒËÏË íÂÁËÂ‚ Ë ï-tendo
‰ÂÏÓÌÒÚË‡Ú Ó·‡˜Â, ˜Â ÓÍÓÚÓ, ÍÓÂÚÓ
Ú˙ÒËÏ, Úfl·‚‡ ‰‡ ËÏ‡ Ë ÔÓÎËÚË˜ÂÒÍË
Í‡˜ÂÒÚ‚‡, Á‡ ‰‡ ÏÓÊÂ ‰‡ ‡ÁÎË˜Ë, ˜Â ‚
ÚÓÁË ÔÂıÓ‰ÂÌ ÏÓÏÂÌÚ ÒÓÙËÈÒÍËflÚ
ÔÓ·ÎÂÏ Â ‰Û„. ëÓÙËfl ÌÂ Â Ò‚˙ı-
ÙÛÌÍˆËÓÌ‡ÎÂÌ ÏÂ„‡ÔÓÎËÒ, ‡ „‡‰ Ò Ì‡-
Û¯ÂÌË ÙÛÌÍˆËË – ÌÂÓÎË·Â‡ÎÂÌ Û·‡-
ÌËÒÚË˜ÂÌ ı‡ÓÒ, ÂÙÂÍÚ Ì‡ ÒÎ‡·‡ ‚Î‡ÒÚ,
‰ÂÙÂÍÚÌË ËÌÒÚËÚÛˆËË Ë ‚ËÒfl˘‡, ÔÓ·-
ÎÂÏ‡ÚË˜Ì‡ ËÌÙ‡ÒÚÛÍÚÛ‡. çÂ„Ó‚ÓÚÓ
‚ÒË˜ÍÓ, Û‰˙Ê‡ÌÓ Í‡ÚÓ ·ÎÂ‰‡ ‡·ÒÚ‡Í-
ˆËfl ÓÚ ÒÚ‡ÌÌË Ò˙ÒÂ‰ÒÚ‚‡, ‡Ì‡ÎÓ„ËË,
ÒÎ‡·Ë ÏÂÊË Ë ‰ËÒÚ‡ÌÚÌË ‚˙ÁÍË, ËÏ‡
ÔÓ-ÒÍÓÓ ÌÂ„‡ÚË‚ÂÌ ı‡‡ÍÚÂ. íÓ‚‡ Â
„‡‰, ‚ ÍÓÈÚÓ ÔÓˆÂÒËÚÂ Ì‡ ÛÒ‚Ófl‚‡ÌÂ
Ë ÔËÒ‚Ófl‚‡ÌÂ Ò‡ Á‡ÔÓ˜Ì‡ÎË ‰‡ ‰ÓÏË-
ÌË‡Ú Ì‡‰ ÚÂıÌËÍËÚÂ Á‡ Ò‚˙Á‚‡ÌÂ Ì‡
ÔÓÎËÒË, ·ËÎË ÚÂ ÔÛ·ÎË˜ÌË, ‚Î‡ÒÚÓ‚Ë

unifying vision. The eye policy facing
such a conglomerate demands an ability
to peek into and behind its multi-faceted
sight, into and behind the entangled,
conflicting and not always fair social rela-
tions which the manufacture of city
spaces simultaneously reflects and medi-
ates. The task typically embraced by
post-modern city planners and geogra-
phers is more often than not outspokenly
leftist in political sense: to reveal the
mega-polis as a new and mediated alter
ego of power generating injustice, exclu-
sion and inequality. This is an evermore
totalitarian and ever less controlled,
anonymous and dispersed power, grow-
ing ever harder to resist, which makes it
a specific post-modern challenge for the
western Left.

X-tendo
ä‡ÚÍÓÚ‡ÈÌË Ë ‰˙Î„ÓÚ‡ÈÌË ÒÎÂ‰Ë, ÍÓËÚÓ
˜Ó‚ÂÍ ÓÒÚ‡‚fl ‚ „‡‰‡, 2004. îÓÚÓ„‡ÙËË
Passing and long-term traces, which man
leaves in the city, 2004. Photography
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ËÎË Ô˙Í ÚÂıÌÓÎÓ„Ë˜ÌÓ-ËÌÙ‡ÒÚÛÍÒÚÛ-
ÌË. éÚ ÔÂÚÌ‡‰ÂÒÂÚ „Ó‰ËÌË ÔÓˆÂÒËÚÂ Ì‡
ÔË‚‡ÚËÁË‡˘‡ Ù‡„ÏÂÌÚ‡ËÁ‡ˆËfl ÚÂ-
Í‡Ú ·ÂÁ Ó·‡ÚÌËÚÂ ÔÓˆÂÒË Ì‡ ÍÓÌÚÓÎ,
ÍÓÏÔÎÂÍÒÌÓ ÒÓˆË‡ÎÌÓ ÔÂÔÓ‰ÂÊ‰‡ÌÂ
Ë ËÌÙ‡ÒÚÛÍÚÛÌÓ ÓÒË„Ûfl‚‡ÌÂ, ·ÂÁ
ˆÂÌÚ‡ÎËÁË‡ÌË ÂÒÚÂÚËÍÓ-Û·‡ÌËÒÚË˜-
ÌË Â¯ÂÌËfl Á‡ ÔÛ·ÎË˜ÌËÚÂ ÔÓÒÚ‡ÌÒÚ-
‚‡ Ì‡ „‡‰‡, Á‡ÍÓÌÓ‚‡ ·‡Á‡, ÍÓflÚÓ ‰‡
Û‰˙Ê‡ ÍËÏÌËÌ‡ÎÌ‡Ú‡ ‡Î˜ÌÓÒÚ Ë Ô‡-
‚ÂÌ˛¯ÍËfl ÔÓËÁ‚ÓÎ. ëÔÓÏÂÌ˙Ú ÓÚ ÚÓ-
Ú‡ÎËÚ‡ËÁÏ‡ ·ÎÓÍË‡ ‚ÒÂÍË ÓÔËÚ Á‡
„‡Ê‰‡ÌÒÍ‡ Ì‡ÏÂÒ‡ ÓÚ ÔÓÁËˆËflÚ‡ Ì‡
ËÁ„ÎÂÊ‰‡˘ÓÚÓ ÛÚÓÔË˜ÌÓ Ó·˘Ó ·Î‡„Ó.
ÖÙÂÍÚ˙Ú Â ÓÚÍ˙Ò‚‡ÌÂ Ì‡ Ô‡˜ÂÚ‡ ÓÚ
„‡‰‡: ‚ÒÂ‚˙ÁÏÓÊÌË ÒÛ·ÂÍÚË  ÔË‚‡ÚË-
ÁË‡Ú ‡ÁÌË ÏÂÒÚ‡ ÔÓ ‡ÁÌË Ì‡˜ËÌË –
ÍËÏËÌ‡ÎÌËÚÂ ÔÓ Â‰ËÌ, ÔÓÎËÚË˜ÂÒÍËÚÂ
– ÔÓ-‰Û„, ·ËÚÓ‚ËÚÂ – ÔÓ Ó˘Â ÔÓ-‰Û„,
‡‚ÚÓÏÓ·ËÎÌËÚÂ ÒÛ·ÂÍÚË – ÔÓ ˜ÂÚ‚˙ÚË...
ÑÓÏ‡ÍËÌËÚÂ Ò‡ ÓÒÚ˙ÍÎËÎË Ò‚ÓËÚÂ ·‡Î-
ÍÓÌË (‡ Ò Úflı Ò‡ ÔËÒ‚ÓËÎË Ë Ù‡Ò‡‰Ë-
ÚÂ) Ú‡Í‡ ·ÂÁÓ„ÎÂ‰ÌÓ, Í‡ÍÚÓ Ô‡ÍËÌ„ËÚÂ
Ò‡ ÔÂ‚ÁÂÎË ˆÂÌÚ‡ÎÌË ÔÎÓ˘‡‰Ë. ÅÂÁ-
·ÓflÚ ÓÚ ÂÍÎ‡ÏË, ·ËÎ·Ó‰Ó‚Â Ë ÙË-
ÏË Â ÔÓÒÚË„Ì‡Î Ï‡ÍÒËÏÛÏ ‚ËÁÛ‡ÎÂÌ
¯ÛÏ Ò Ú‡Í‡‚‡ ÚËı‡ Ë ·ÂÁÍÓÏÔÓÏËÒÌ‡
ˆÂÎÂÌ‡ÒÓ˜ÂÌÓÒÚ, Ò Í‡Í‚‡ÚÓ Ë ÙËÏ‡Ú‡
◊ëÓÙËÈÒÍË ËÏÓÚË“ ÔÓ‰‡‚‡ Ó·˘ËÌÒÍË
ÚÂÂÌË Ì‡ ·ÂÁˆÂÌËˆ‡ – ÔÓ ÌÂÔÓÁ‡-
˜ÂÌ, ÌÂÔ‡Á‡ÂÌ Ë ÌÂÁ‡ÍÓÌÂÌ Ì‡˜ËÌ.
Ä‚ÚÓÏÓ·ËÎËÚÂ Ò‡ ÔÓ ‚ÒË˜ÍË ÚÓÚÓ‡Ë,
Í‡Ú‡‰ÊËË „ÎÓ·fl‚‡Ú Á‡ Í‡Í‚ÓÚÓ ËÏ
ıÛÏÌÂ, ÔË‚‡ÚËÁË‡ÈÍË „ÎÓ·‡Ú‡ (ÌÓ
‡ÍÓ Á‡ÂÊÂ¯ ÒÚ‡‡Ú‡ ÒË ÍÓÎ‡ Ì‡ÒÂ‰
ÛÎËˆ‡Ú‡, ÌflÏ‡ ÍÓÈ ‰‡ ÚÂ „ÎÓ·Ë). ÅÂÌÁË-
ÌÓÒÚ‡ÌˆËË ÒÂ ÒÚÓflÚ ‚ „‡‰ËÌÍË (Ì‡ÎÓ-
ÊË ÒÂ ˜ÛÊ‰ ÔÓÒÎ‡ÌËÍ ‰‡ Â‡„Ë‡, Á‡ ‰‡
Òı‚‡Ì‡Ú ·˙Î„‡ÒÍËÚÂ Ô‡Î‡ÏÂÌÚ‡ËÒÚË
Ë Ó·˘ËÌ‡Ë, ˜Â ‚ ÚÓ‚‡ ËÏ‡ ÌÂ˘Ó ÌÂ-
Â‰ÌÓ). ä‡ÚÓ Ó„ÎÂ‰‡ÎÌË „˙·Ë ÔÓ Ô‡Á-
ÌËÚÂ „‡‰ÒÍË ÚÂÂÌË ‚ ˆÂÌÚ˙‡ ÌËÍÌ‡Ú
Â‰ÌÓÚËÔÌË ıÓÚÂÎË, ·ËÁÌÂÒ-ˆÂÌÚÓ‚Â Ë
ÒÚ˙ÍÎÂÌË ‰‚ÓˆË Ì‡ Í‡ÔËÚ‡Î‡ ·ÂÁ ‰‡
ÔËÚ‡Ú Ò˙ÒÂ‰ÌËÚÂ Ù‡Ò‡‰Ë, ÒÚËÎÓ‚Â Ë
ÒÓ·ÒÚ‚ÂÌËˆË, ÌËÚÓ ˆflÎÓÒÚÌ‡Ú‡ ‡ÚÏÓÒ-
ÙÂ‡ Ì‡ Ò˙ÓÚ‚ÂÚÌÓÚÓ „‡‰ÒÍÓ ÏflÒÚÓ.

ÅÛÚ‡ÎÌ‡Ú‡, ‡ÌÚË-ÔÓÎËÒÌ‡ Ì‡ÏÂÒ‡ ‚
ÒÚÛÍÚÛ‡Ú‡ Ì‡ „‡‰‡ ÓÚ ÒÚ‡Ì‡ Ì‡ Ô‡-
Á‡‡, ÍÓÈÚÓ Ò‡Ï ÒÂ ÓÔÂ‰ÂÎfl ‚ ÁÓÌ‡Ú‡
Ì‡ Á‰‡˜‡, ÏÂÊ‰Û ÌÓÏ‡ÎÌ‡Ú‡ Ë ÒË‚‡-
Ú‡ ËÍÓÌÓÏËÍ‡, ÒÂ ÒÏflÚ‡ ÓÚ ‚ÒË˜ÍË Á‡
ÂÒÚÂÒÚ‚ÂÌ‡. ÇÒÂÍË ÓÔËÚ Á‡ ˆÂÌÚ‡ÎËÁË-

Perhaps Sofia will one day be such a city
(and as such will have other, perhaps
graver issues). The Terziev and X-tendo
projects, however, manifest that the eye
we are seeking needs to have political
qualities as well enabling it to recognize
that in such a transitional moment Sofia’s
plight is different. It is currently not a
super functional mega-polis but a city of
deteriorating functions – a new liberal
urban havoc, an outcome of week gov-
ernment, fraudulent institutions and a
crippled infrastructure. Its all-inclusive-
ness, a pallid abstraction of bizarre prox-
imities, analogies, week networks and
distant links is of a negative nature. This
is a city where the processes of absorp-
tion and appropriation are given to domi-
nation over the techniques of polis bind-
ing together, no matter if they are public,
power or technological and infrastructur-
al. It is now 15 years that the privatisation
developments have been running without
the containment of control, complex
social rearrangements and provision of
infrastructure, without centralized aes-
thetic solutions for public spaces or law
enforcement holding nouveau riche fancy
and criminal rapacity in check. The lin-
gering apparition of the totalitarian
regime stifles each attempt for civil inter-
ference from the position of public well
being which now sounds utopian.
In effect, bits and pieces have been torn
off the city: a motley crew of subjects are
privatizing a host of places in various
fashions: the criminal go their own way,
the political go another, the philistine
types pursue their own ends, the auto-
motive-loving types just as well…
Housewives are given to glazing their
balconies (thus hijacking the facades) in
such a peremptory way as the parking
lots have hijacked the central squares.
The hordes of advertisements, billboards
and brand names have ratcheted up a
top-rate visual noise with such a silent
and uncompromising drive as the Sofia
Estate Company is selling out council
grounds for peanuts – in an non-trans-
parent, non-market and underhand way.
Vehicles are perching throughout the
pavements, traffic police fine for whatev-
er one might guess, privatizing the fine
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‡Ì, Ó·˘ËÌÒÍË ÍÓÌÚÓÎ ÏËË¯Â Ì‡
·Ë‚¯ ÍÓÏÛÌËÁ˙Ï, Ï‡ÌËÙÂÒÚ‡ˆËË Ë
ÒÔÎÓÚÂÌÓÒÚ – ‰‡ ÊË‚ÂÂ ÔÓËÁ‚ÓÎ˙Ú!

éÚ Ò‚Ófl ÒÚ‡Ì‡ ÒÎÛ˜‡ÈÌËÚÂ ËÌ‰Ë‚Ë‰Ë
ÌÂ Ò‡ ˜‡Í ÚÓÎÍÓ‚‡ Á‡ ÓÔÎ‡Í‚‡ÌÂ – Ò‚Ó-
·Ó‰‡Ú‡ ËÏ ‰‡ ÓÒÚ‡‚flÚ ÒÎÂ‰Ë Â ÌÂÓ„‡-
ÌË˜ÂÌ‡. á‡ÚÓ‚‡ ÚÂ ÓÒÚ‡‚flÚ ÚÓÎÍÓ‚‡
ÏÌÓ„Ó Í‡ÚÍÓ‚ÂÏÂÌÌ‡ Ô‡ÏÂÚ ÒÎÂ‰
ÒÂ·Â ÒË, Ï‡Í‡ Úfl, ‡Á‚fl‚‡Ì‡ ÓÚ ‚ÂÚÓ-
‚ÂÚÂ ÔÓ ÛÎËˆËÚÂ, ‰‡ ÔËÎË˜‡ ÔÓ‚Â˜Â Ì‡
Ó·ËÍÌÓ‚ÂÌ „‡‰ÒÍË ·ÓÍÎÛÍ. ÇÔÓ˜ÂÏ,
Ï‡Í‡ ÌflÍÓË ÓÚ ÒËÏ‚ÓÎÌËÚÂ Ò„‡‰Ë Ì‡
ÍÓÏÛÌËÒÚË˜ÂÒÍ‡Ú‡ ‰˙Î„Ó‚ÂÏÂÌÌ‡ Ô‡-
ÏÂÚ ‰‡ ·flı‡ ‚ÁË‚ÂÌË, ÍÓÏÛÌËÁÏ˙Ú
Ò˙˘Ó Â ÓÒÚ‡‚ËÎ ‰ÓÒÚ‡ ÓÚ Ò‚Ófl ËÒÚÓË-
˜ÂÒÍË ·ÓÍÎÛÍ – Á‡·‡‚ÂÌË ÔÎÓ˜Ë Ì‡
Ó˘Â ÔÓ-Á‡·‡‚ÂÌË Ô‡ÚËÁ‡ÌË, ÔÓÛÚÂÌ
Ó„ÓÏÂÌ ÓÒÏÓ˙„˙ÎÂÌ Ô‡ÏÂÚÌËÍ (Òı‚‡˘‡
ÎË ÌflÍÓÈ, ˜Â ÚÓ‚‡ Â Ò‡ÏËfl ÍÓ‡·Ó-Ù‡Í-
ÎÓ-ÒÔË‡ÎÌËÍ Ì‡ ÍÓÏÛÌËÁÏ‡) ÔÂ‰
çÑä, Ó·Ë‰ÌÓ ÒÚ‡ÎËÌËÒÚÍ‡ ÏÓÌÛÏÂÌÚ‡-
ÎËÒÚËÍ‡ ÒÂ‰ ÌÂÒÏÂÌÂÌË ËÏÂÌ‡ Ì‡ ÛÎË-
ˆË, ÒËÌ‰ËÍ‡ÎËÒÚÍË Ï‡ÌËÙÂÒÚ‡ˆËË, ÍÓË-
ÚÓ ÔÓ‡ÁËÚÂÎÌÓ Ì‡ÔÓÏÌflÚ ‰Û„Ë...

èÓÎËÚË˜ÂÒÍ‡Ú‡ Ë Ú‡ÌÒÔÓÚÌÓ-ÍÓÏÛÌË-
Í‡ˆËÓÌÌ‡Ú‡ ËÌÙ‡ÒÚÛÍÚÛ‡ Ì‡ ëÓÙËfl,
Â, Í‡ÍÚÓ Í‡Á‚‡ ä‡ÒËÏË íÂÁËÂ‚, ·ÎÂ-
‰‡ ‡·ÒÚ‡ÍˆËfl. Ç ÒÏËÒ˙Î, ˜Â Úfl Ò˙‚ÒÂÏ
ÌÂ ÙÛÌÍˆËÓÌË‡ ÔÓ Ò‚˙ı-ÔÂˆËÁÌËfl,
ËÁ˜ËÒÎÂÌ Ë ÍÓÌÚÓÎË‡Ì Ì‡˜ËÌ, ÓÒË„Û-
fl‚‡˘ ˆ˙Í‡ÌÂÚÓ Ì‡ Û·‡ÌËÒÚË˜ÌËfl ÍÓÌ-
„ÎÓÏÂ‡Ú: ÒÓÙËÈÒÍÓÚÓ ÏÂÚÓ ÌÂ Â ˆfl-
ÎÓÒÚÌ‡ ËÌÙ‡ÒÒÚÛÍÚÛÌ‡ ÏÂÊ‡,
ÓÔ‡Ò‚‡˘‡ „‡‰‡, ‡ ‚ÒÂ Ó˘Â Ò‡ÏÓ ÓÚ-
ÒÂ˜Í‡-ÍÛËÓÁ; ÓÔÂ‡ÚÓËÚÂ Ì‡ ÏÓ·ËÎ-
ÌËÚÂ ÚÂÎÂÙÓÌË ‚ÒÂ Ó˘Â ÔÓ‰˙Ê‡Ú ÏÓ-
ÌÓÔÓÎÌË ˆÂÌË; ◊íÓÔÎÓÙËÍ‡ˆËfl“ ËÁËÒÍ-
‚‡ ÔÎ‡˘‡ÌËfl ÓÚ „‡Ê‰‡ÌË, Ì‡ ÍÓËÚÓ ÌÂ
‰ÓÒÚ‡‚fl ÛÒÎÛ„Ë; ◊ëÓÙËÈÒÍ‡ ‚Ó‰‡“ ËÁ-
˜ËÒÎfl‚‡ ˆÂÌËÚÂ Í‡ÍÚÓ ÒË ËÒÍ‡, ‰ÓÍ‡ÚÓ
Ï‡ÒÓ‚ËÚÂ, ‡Á‰˙ÌÍ‡ÌË Ú‡Ï‚‡Ë Ë ‡‚-
ÚÓ·ÛÒË ÒÂ ‰‚ËÊ‡Ú ÔÓ ÏÂÊ‰ËÌÌË ÔÓÎÛ-
Í‡ÔËÚ‡ÎËÒÚË˜ÂÒÍË/ÔÓÎÛ-ÍÓÏÛÌËÒÚË˜ÂÒ-
ÍË ˆÂÌË.

ä‡Á‡ÌÓ Ì‡Í‡ÚÍÓ: ÔËÒ‚Ófl‚‡ÌÂ Ë Ù‡„-
ÏÂÌÚ‡ËÁ‡ˆËfl ËÏ‡, ‡ ÙÛÌÍˆËÓÌË‡ÌÂ Ë
ËÌÙ‡ÒÚÛÍÚÛ‡ – ÓÚ Ï‡ÎÍÓ ‰Ó ÌËÍ‡Í.
àÏ‡ Ò‡ÏÓ‰ÂÈÌÓ ÁÓÌË‡ÌÂ, ‡ÁÔ‡˜Â-
ÚÓÒ‚‡ÌÂ Ì‡ ÏÂÒÚ‡ Ò˙Ò ÒÓ·ÒÚ‚ÂÌ‡ ‡ÚÏÓÒ-
ÙÂ‡, ÙÓÏ‡ Ì‡ ÊË‚ÓÚ Ë ËÚ˙Ï; ÌflÏ‡
ÙËÌË „‡ÙËˆË, ÍÓÏÔ˛Ú˙ÂÌ ÍÓÌÚÓÎ Ë
ÛÔ‡‚ÎÂÌËÂ Ì‡ ÏÓ·ËÎÌË ˜Ó‚Â¯ÍË ÔÓÚÓ-

(and yet if you strand your old car in the
middle of the street there is hardly any-
one to fine). Petrol stations get erected in
parks (a foreign ambassador had to
react before the Bulgarian MPs could
surmise that there is something fishy in
that). Stereotypical hotels, business cen-
ters and glass houses of capital are pop-
ping up throughout vacant city grounds
in the centre without any attempt to
accommodate the neighboring façades,
styles, owners’ preferences or the overall
atmosphere of the place.

Besides, this ruthless, anti-polis interfer-
ence into urban structures on behalf of a
market finding its own identity in the twi-
light zone, between the sunshine and the
black economy, is deemed by everyone
as natural. Since every attempt at a cen-
tralized municipal control smacks of
gone-by communism, rallies and com-
munality – then long live up-for-grabs
and free-for-all!

On the other hand men on the street are
quite all right – they can take almost
unlimited liberties at leaving traces. And
this is why they leave behind a whole lot
of short-lived memory even though the
latter, swept to and fro round the streets
by the wind, is more reminiscent of casu-
al city rubbish. By the by, albeit some of
the symbolic landmarks of communist
long-lived memory were given the blast,
communism has also left behind a good
deal of its historic rubbish – forgotten
plaques of even more forgotten guerillas,
a humongous run down eight-angular
monument in front of the Place of Culture
(can anybody guess now that this is the
very flagship-torch-spiral of communism),
an insultingly Stalinist monumentalism
amidst unchanged street names and
syndicate rallies strikingly remindful of
some other rallies…

The political and the transport-communi-
cation infrastructure of Sofia is, as K.
Terziev says, a pallid abstraction. The
implication is that the city fails to function
in the accurate, calculated and controlled
fashion warranting the ticking of an
urban conglomerate. The Sofia subway
is not a comprehensive infrastructure
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ˆË, ÍÏÂÚÒÚ‚Ó, ÍÓÂÚÓ ‰‡ ÒÎÂ‰Ë Á‡ Ó·˘Ë
Á‡ÍÓÌÓ‚Ë Ë Û·‡ÌËÒÚË˜ÌË ÒÚ‡Ì‰‡ÚË.
ñÂÎË Í‚‡Ú‡ÎË Ì‡ ëÓÙËfl – Å‡ÌÍfl Ë ÅÓ-
flÌ‡, Ò‡ ÔËÒ‚ÓÂÌË ÓÚ ÔÓÎÛÍËÏËÌ‡ÎÌË
ÔÓÒÎÓÈÍË, Ì‡Ô‡‚ËÎË ‰ÓÒÚ˙Ô‡ ‰Ó Ò‚Ó-
ËÚÂ ÏÛÚÓ-·‡ÓÍÓ‚Ë ‰‚ÓˆË ÓÔ‡ÒÂÌ Ë
ÙËÁË˜ÂÒÍË ÔÓ˜ÚË ÌÂ‚˙ÁÏÓÊÂÌ, ÓÒÚ‡‚flÈ-
ÍË ‡ÁÌÂ·ËÚÂÌË ÛÎËˆËÚÂ, Í‡Ì‡ÎËÁ‡ˆËfl-
Ú‡, ÚÂÎÂÙÓÌËÚÂ Ë Ô. çflÏ‡ Ë ÁÓÌË Ì‡
ËÒÚËÌÒÍ‡ ÒË„ÛÌÓÒÚ, Ó·ÓÒÓ·ÂÌË ÓÚ ÓÚ-
˜ÂÚÎË‚Ó ÓÔ‡ÒÌËÚÂ „‡‰ÒÍË Í‚‡Ú‡ÎË – ‚
ëÓÙËfl Û·ËÈÒÚ‚‡ Ë ÔÂÒÚÂÎÍË ÒÚ‡‚‡Ú
Ì‡‚ÒflÍ˙‰Â, Ú‡Í‡ Í‡ÍÚÓ Ó·‡ÁËÚÂ Ì‡ ÂÓ-
ÚËÍ‡Ú‡ ÌÂ Ò‡ Ó·ÓÒÓ·ÂÌË Ë ÍÓÌÚÓÎË‡-
ÌË ÔÓ Ò˙ÓÚ‚ÂÚÌËÚÂ ˜Â‚ÂÌË ÏÂÒÚ‡ Ì‡
„‡‰‡, ‡ Ò‚Ó·Ó‰ÌÓ ÔÎÛ‚‡Ú ÏÂÊ‰Û ‰ÂÚÒÍË
„‡‰ËÌË, Í‚‡Ú‡ÎÌË ÒÛÔÂÏ‡ÍÂÚË, ‚ÂÒ-
ÚÌËÍ‡ÒÍË ·Û‰ÍË Ë Û˜ËÎË˘‡.

ÇËÁÛ‡ÎÌËflÚ ÒÂÏËÌ‡ Úfl·‚‡ ‰‡ ÒË ‰‡‰Â
ÒÏÂÚÍ‡, ˜Â ÚÓ‚‡ ‚Â˜Â ÌÂ Â ÔÓ·ÎÂÏ
Ò‡ÏÓ Ì‡ ÓÍÓÚÓ Ë ‚ËÁÛ‡ÎÌ‡Ú‡ „‡ÏÓÚ-
ÌÓÒÚ – ÚÓ Â ÔÓÎËÚË˜ÂÒÍË ÔÓ·ÎÂÏ Ì‡
„‡‰ÒÍÓÚÓ ·ËÚËÂ. á‡˘ÓÚÓ ëÓÙËfl ‚ ÏÓ-
ÏÂÌÚ‡ Â Â‰ËÌ ÔÂıÓ‰ÂÌ, Ù‡„ÏÂÌÚ‡Ë-
ÁË‡Ì, ı‡ÓÚË˜ÂÌ, ÎÓ¯Ó ÔË‚‡ÚËÁË‡Ì
„‡‰ – ‡Á-ÔÓÎËÒÂÌ ÔÓÎËÒ. É‡‰˙Ú Òfl-
Í‡¯ Ì‡ËÒÚËÌ‡ ÌÂ Ò˙˘ÂÒÚ‚Û‚‡, Á‡˘ÓÚÓ
ÌflÏ‡ Í‡Í‚Ó ‰‡ „Ó Ò‚˙ÊÂ.

ÇÂÓflÚÌÓ Á‡ÚÓ‚‡ Ë ıÛ‰ÓÊÌËˆËÚÂ Ò‚˙Á-
‚‡Ú „‡‰‡ Ò˙Ò ‡·ÒÛ‰ËÚÒÍË Ó·Â‰ËÌË-
ÚÂÎÌË ÒÂËË ÓÚ Ó·‡ÁË – ä‡ÒËÏË
íÂÁËÂ‚ Ò ËÁÓÒÚ‡‚ÂÌË ÍÓÎË Ë ·ÂÁ‰ÓÏ-
ÌË ÍÛ˜ÂÚ‡, Ò ÚÂ‡Ú‡ÎÌÓ ·ÂÁ‚ÂÏËÂ Ë
ÒÍÛÍ‡; ÏÎ‡‰ËÚÂ ÚÂ‡Ú‡ÎË – Ò ÏËÏÓÎÂÚ-
Ì‡, Ï‡ÒÍË‡Ì‡ Ë Ô‡Ó‰ËÈÌ‡ Ò˙‚ÏÂÒÚ-

network underlying the city but still a
showcase; mobile telephone operators
still keep monopoly prices; the heating
company exacts payment from unser-
viced customers; the Sofia Water
Company holds on to a fanciful pricing
while the rickety trams and busses
charge half-capitalist half-communist
prices. In brief: appropriation and frag-
mentation there is, functionality and infra-
structure – from little to none. There is a
homespun zoning, partitioning into spots
of their own atmosphere, lifestyle and
rhythm; there is no fine-cut time sched-
ules, computer control and commuter
flow management, there is no mayor and
council monitoring legal and city plan-
ning standards. Whole Sofia quarters
have been misappropriated by half-crimi-
nal classes having rendered access to
their mobster castles hazardous and just
about physically impossible turning cor-
doning themselves off from ram-shackled
streets, sewerage and sanitation, tele-
phone networks, etc. There is another
shortage as well – of security provided
by safe areas clearly outlined from
unsafe ones: shootouts and murders
occur throughout Sofia, just as the erotic
imagery has not been reduced and
enclosed within red light districts but
floats freely among day-care centers,
suppermarkets, newspaper kiosks and
schools.
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ÌÓÒÚ ÏÂÊ‰Û ËÌ‰Ë‚Ë‰Ë, ËÁÔËÚ‚‡˘Ë ÌÂÛ-
‰Ó·ÒÚ‚Ó ‰‡ ·˙‰‡Ú Á‡Â‰ÌÓ. á‡ ‰‡ Û‰˙-
Ê‡Ú ·ÎÂ‰‡Ú‡ ‡·ÒÚ‡ÍˆËfl Ì‡ ‡ÁÔ‡‰Ì‡Î
ÒÂ ÔÓ ÒÓÙËÈÒÍË „‡‰, ÚÂ Ì‡ÏË‡Ú ‚˙Á-
ÍË, ÍÓËÚÓ ‰ÂÏÓÌÒÚË‡Ú ÒÓ·ÒÚ‚ÂÌ‡Ú‡
ÒË ‡·ÒÛ‰ÌÓÒÚ – Â‰ÌÓ‚ÂÏÂÌÌÓ ‚ÒÂ Ô‡Í
ÓÔ‡Á‚‡Ú ·ÎÂ‰ÓÚÓ ˆflÎÓ Ì‡ ëÓÙËfl Ë, Á‡-
Â‰ÌÓ Ò ÚÓ‚‡, Ô‡‚flÚ ·ÎÂ‰ÌÓÒÚÚ‡ π flÍ‡
Ë Á‡·ÂÎÂÊËÏ‡...

Ñ‡ÎË Ô˙Í ËÏÂÌÌÓ ‚ Ú‡Í˙‚ „‡‰, Whiter
Shade of Pale (Í‡ÍÚÓ ÒÂ ÔÂÂ¯Â ‚ Â‰ÌÓ
ÒÚ‡Ó Ô‡˜Â Ì‡ Procul Harum), ‚ËÁÛ‡Î-
ÌÓÚÓ ËÁÍÛÒÚ‚Ó ÌflÏ‡ ÔÓ‚Â˜Â ÌË¯Ë Ë
‚˙ÁÏÓÊÌÓÒÚË? Ç ÒËÚÛ‡ˆËfl ·ÂÁ ËÒÚËÌÒ-
Í‡ ‚Î‡ÒÚ, ÚÓ Á‡ÔÓ˜‚‡ ‰‡ Ë„‡Â Ô‡Ó-
‰ËÈÌÓ ÌÂÈÌ‡Ú‡ ÓÎfl Ì‡ Â‰ËÌÒÚ‚ÂÌ ÒÓ-
ˆË‡ÎÂÌ Ó·Â‰ËÌËÚÂÎ – ‡·ÒÛ‰ÓÚÓ ÎÂÔË-
ÎÓ, ÒÔÓÒÓ·ÌÓ, Ï‡Í‡ Ë Á‡ ÏË„, ‰‡ Û‰˙-
ÊË ‡Á·fl„‚‡ÌÂÚÓ.

The Visual Seminar needed to realise it
was not only an issue of the eye and the
visual literacy – it is a political issue of
urban living in this country. Since Sofia is
currently a transient, fragmented, chaotic
and wrongly privatised city, a defrocked
polis. The city somehow fails to exist for
having nothing to bind it together.

This is apparently the reason for the
artists to associate the city with absurdist
unifying image sequences. K. Terziev
with the stranded cars and sorrel dogs,
with theatrical timelessness and bore-
dom; the young thespians – with the
fleeting, disguised and stultified co-exis-
tence of individuals embarrassed of
being together. In an attempt to keep
together the pallid abstraction of a city
fallen apart the Sofia way, they are grop-
ing for bonds which demonstrate their
own absurdity but still safeguard the pal-
lid common body of Sofia while at the
same time making its pallor bright and
conspicuous…

Could it not be that in precisely such a
city, a Whiter Shade of Pale (as it was
sung in an old Procul Harum piece), can
visual art find more niches and opportu-
nities? In a situation short of actual
power, it can assume the mock role of a
single social unifier – the absurd glue
capable of keeping the centrifugal forces
in check for just a fleeting moment.

ä‡ÒËÏË íÂÁËÂ‚ / Krassimir Terziev
É‡‰˙Ú Ì‡ ÍÛ˜ÂÚ‡Ú‡ (ÔÓÒÚ-Û·‡ÌËÒÚË˜ÌË ÔÂÈÁ‡ÊË),
2003. îÓÚÓ ÏÓÌÚ‡Ê, 150ı20 ÒÏ, Ù‡„ÏÂÌÚ
The City of Dogs (post-urban landscapes), 2003
Photomontage, 150x20 cm, fragment
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ä‡ÒËÏË íÂÁËÂ‚ / Krassimir Terziev

Born: 8 December 1969

e-mail: krassi@i-space.org
http://www.i-space.org/loop4ever

Education
1991-97 – National Art Academy, Sofia, MA in Painting 
1983-88 – Secondary School of Fine Arts, Plovdiv,
Bulgaria

Professional experience

1998-2004 
Co-founder & chair of interSpace Media Art Center

2003-2004
Residence fellow, Visual Seminar, ICA-Sofia & CAS
Sofia

2002
Training Programme on Creative Industries and
Creative Clusters conference, Sheffiled, UK, Project of
The Council of Europe
KulturKontakt Guest Studio Program, Vienna
Production Residency for URBAN CYCLES II Project,
Manchester, UK
International Meeting, <Rotor> Association for
Contemporary Art, Graz, Austria

2001
ASU2 Art Servers Unlimited + Autonomous Spaces
Unlimited, Labin, Croatia

2000
Net.Congestion International Festival for Streaming
Media, Amsterdam
Mediaterra Festival, Athens – Presentation of Schizoid
Architecture

1998
Artist residency Thundergulch New Media Art Center,
ArtsLink Program, New York
Residency in De Fabriek Gallery, Eindhoven,
The Netherlands

1997
Syndicate Net.Shop, Ars Electronica Festival, Linz,
Austria
Polar Circuit, Muu Artists Association, Tornio School
of Media Arts, Lapland, Finland

1996
Crossing Over 2, Soros Centre for the Arts, Sofia
Master Class in Painting with Markus Lupertz
Amsterdam
Bulgaria Video Art Workshop, P.A.R.K. 4DTV – Soros
Centre for the Arts, Sofia
Projects within Media Art Center interSpace

2003
M.A.P.:CASE.STUDY.02, Media Art Mini Festival (C)

2002
URBAN CYCLES II, Interactive Video Interventions in
Public Space, Manchester, UK (C)

2001
Video Art Programme, Sofia Music Film Fest 2001,
Sofia, Bulgaria (C)

2000
Schizoid Architecture, open net based project for
unlimited number of players, Sofia (C)
Urban Cycles, Interactive Video Installation in Public
Space (C)

1999
Project End, International Media Art Forum, Sofia,
curator of the project (CD-Rom)

1998
Media Art Programme in the Frameworks of
International Young Film Festival, Sofia, curator of
the programme (C)

Individual Shows

2003
Other Ads (with Kalina Dimitrova), Kulturkontat Guest
Studios Programme, Vienna

2002 
On the BG Track, Students Cultural Center, Belgrade

page 98VS-Book-2-final.qxd /

Wow?! / You?!, 2002. å‡ÒÎÓ, ÔÎ‡ÚÌÓ, 80ı100 ÒÏ ‚ÒflÍ‡
Wow?! / You?!, 2002. Oil on canvas, 80x100 cm each
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Fifty/Fifty (with David D’Agostino), Irida Gallery, Sofia

2001
Reality Pixels, Irida Gallery, Sofia

1999 
Everything Seems to be Alright, The Kitchen, New York

1998
Multiple Shadows..., ATA Center for Contemporary
Art, Sofia
Departures/Arrivals, Break 21 Festival, Ljubljana

Shots in the Darkness, De Fabriek Gallery, Eindhoven,
The Netherlands

1997 
Directed by..., Ata-Ray Gallery, Sofia

Let’s Dance. Clothes for Getting Together, XXL
Gallery, Sofia
Pink Studio, NAFA, Sofia

1996
To Cook Reality, Akrabov Gallery, Plovdiv, Bulgaria
Spagetti Pictures, Ata-Ray Gallery, Sofia
Library Paranoya/Krassi’s Apologies/Negative TV,
P.A.R.K. 4DTV broadcasts, Amsterdam

1995
The Endless Puzzle, Museum for Plaster Casts,
National Art Academy, Sofia 

1994
The Way of Living (with Rassim®), National Gallery of
Foreign Art, Sofia

Group Shows

2004
New Video New Europe. A Survey of Eastern European
Video, TATE Modern, London, UK; Contemporary Art 
Museum, St. Louis, US
CENTRAL. New Art from New Europe, Max Gandolf
Bibliothek, Salzburg, Austria; Museum of 
Contemporary Art, Belgrade, Serbia & Montenegro (C)
The Making of Balkan Wars, Museum of
Contemporary Art, Skopije, (Personal Cinema Project)
(C)

Privatizations. Contemporary Art from Eastern Europe
(The Post-communist Condition). Within Luchezar

On the BG Track, 2002-2003. ÑË„ËÚ‡ÎÌË
‡ÁÔÂ˜‡ÚÍË, ‚Ë‰ÂÓ, ÙÎ‡ÌÂÎÍË. àÁ„ÎÂ‰Ë ÓÚ Les
Subsistance, ãËÓÌ, î‡ÌˆËfl Ë U6 Station Algemeine
Krankenhaus, ÇËÂÌ‡
On the BG Track, 2002-2003. Digital prints, video,
T-shirts. Installation views in Les Subsistance, Lyon,
France and U6 Station Algemeine Krankenhaus,
Vienna  
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Boyadjiev’s “Freedom (is) for beginners”. KunstWerke,
Berlin (curator Boris Groys) (C) 
Arte Fiera 2004 Bologna (presented by Irida Gallery,
Sofia), Bologna, Italy (C)
New Video New Europe. A Survey of Eastern European
Video, The Renaissance Society, Chicago, USA (curator
Hamza Walker) (C)
The Making of Balkan Wars, Media Art Lab, ARCO 04,
Madrid (Personal Cinema Project) (C)

2003
9th Cairo Biennial, Ehnaton Art Center, Cairo (C)
Blood Lines & Connections, Contemporary Art
Museum, Denver, USA (curator Sydney Payton) 
10x5x3, Shipka 6 Gallery, Sofia (curator Maria
Vassileva)
Video Art BG. Contemporary Video Art from Bulgaria,
Klinikum Ludwigshafen e.g., Munich, Germany (curator
Svilen Stefanov)
Forum of Eeropian Cultural Exchanges Thessaloniki
2003, Contemporary Art Center, Thessaloniki (curator
Nina Vagic/Personal Cinema)
Video Screening 04, Galerie Martin Janda, Raum für
Actueller Kunst, Vienna. In cooperation with VTO,
London; Zero, Piacenza, Italy; Kurimanzutto, Mexico
City; ICA – Sofia (curator of the Bulgarian programme
Iara Boubnova)
The Last East-European Show, Museum of
Contemporary Art, Belgrade (curators Stevan
Vukovic/Dragan Todorovic; curator of the project Galina
Dimitrova) (C)
Complétment à l'Ouest, Le Cinematographe, Nantes,
France (curator Dessislava Dimova)
Mors Impossibilis, Irida Gallery, Sofia (curator Boris
Kostadinov)
Kontext: Europe – Impuls from Balkans, Les
Subsistances, Lion, France (curator Klaus Hersche)
Import-Export. Contemporary Art from Bulgaria, Sofia
Art Gallery, Sofia (curator Maria Vassileva) (C)

2002
Kontext: Europe – Impuls from Balkans, Public Art
Festival, organised by Theater des Augenblicks, Vienna
Mirror of the Balkans, Museum of Contemporary Art,
Krajevo, Serbia and Montenegro (C)
Art Vienna, Vienna (presented by Irida Gallery, Sofia)
Kiev Media Art Festival, Kiev (curators Tania
Manchali, Katia Stukalova) (C)
Talking the City, Public Art Project, Transpulbic, Linz,
Austria
Urban Cycles II, Video interventions in Public Space,
Manchester, UK (C)
Bulgarian Landscape as a Metaphore, XXL Gallery,
Sofia
Bulgarian Painting 1989-2002, National Palace of
Culture, Sofia (C)
Historicisms, Irida Gallery, Sofia
European Perspectives, Insbruck Art Expo, Insbruck,
Austria
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Other Ads, 2003. Ï‡ÒÎÓ, ÔÎ‡ÚÌÓ, 130ı150 ÒÏ Ë
‰Ë‡ÔÓÊÂÍˆËfl. KulturKontakt Studios, ÇËÂÌ‡
Other Ads, 2003. Oil on canvas, 130x150 cm and
slide projection. KulturKontakt Studios, Vienna

ç‡·Î˛‰ÂÌËfl, 2002. ÑË„ËÚ‡ÎÌ‡ ‡ÁÔÂ˜‡ÚÍ‡, 50ı500 ÒÏ
Observations, 2002. Digital print, 50x500 cm
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Destination Bulgaria, Travelling Show,
Madrid/Dublin/Brussels
2001
Macro Video, Video Installation in Public Space,
National Palace of Culture, Sofia
Video Art Programme in Sofia Music Film Fest 2001,
Sofia

2000
Schizoid Architecture – net.based project,
Medi@terra International New Media Art Festival,
Athens <www.i-space.org/schizoid>
Hold Your Breath, Artequil Gallery/off project,
Montreal, Canada
Intrigued by Thought/Sedused by Trend,
BG.MEDIA.ART, Cyber Centre, Halifax, Canada
Urban Cycles, Interactive Video Installation in Public
Space, collaborative project of interSpace & IDEA
March Music Weeks Festival, Russe, Bulgaria
Technopoliten, Multimedia Show, Opalchenska subway
station, Sofia
Rhitm, Theater Performance, multimedia production
for stage; NATFIZ Theatre, Sofia

1999
Project End, Media Art Forum, Sofia
Love’s Fire, Theater Performance, video production for
stage; NATFIZ Theatre, Sofia
Communication Front, Isolated Personages Gallery,
Plovdiv, Bulgaria

1998
Ubertragung 2, Aspecten Bulgarische Kunst, Leipzig,
Germany 
Ttanslocation/Media Art from South Eastern Europe,
Generali Foundation, Viena (curators Iara Boubnova,
Luchezar Boyadjiev)

1997
Ars ex Natio. Made in BG, Plovdiv, Bulgaria (curators
Iara Boubnova, Maria Vassileva)
Crossing Over Video Collection, Hybrid Workspace,
DOCUMENTA X, Kassel, Germany
USIS, Sofia
3rd Festival of Computer Art, Maribor, Slovenia
Library Paranoia, Video Positive‘97, Virtual
Revolutions, Liverpool, UK
Black-Grey-White, Shipka 6 Gallery, Sofia

ÇÒË˜ÍÓ ËÁ„ÎÂÊ‰‡ Ì‡Â‰, 1999. 3-Í‡Ì‡ÎÌ‡ ‚Ë‰ÂÓ
ËÌÒÚ‡Î‡ˆËfl. àÁ„ÎÂ‰ ÓÚ The Kitchen, ç˛ âÓÍ
Everything Seems Alright, 1999. 3-channel video 
installation. Installation view, The Kitchen, New York

Let’s Dance. ÑÂıË Á‡ ÍÓÎÂÍÚË‚ÂÌ ÊË‚ÓÚ, 1996
êËÁË, ÔÎ‡ÒÚÏ‡ÒÓ‚‡ ÍÓÌÒÚÛÍˆËfl, ‚˙ÊÂ, ‰Ë‡ÏÂÚ˙ ÓÍ. 300 ÒÏ
Let’s Dance. Clothes for Getting Together, 1996
Shirts, plastic construction, rope, ca 300 cm diameter
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ë‰ÛÊÂÌËÂ Á‡ „‡‰ÒÍË ËÁÒÎÂ‰‚‡ÌËfl Ò˙Ò
ÒÂ‰ÒÚ‚‡Ú‡ Ì‡ ËÁÍÛÒÚ‚‡Ú‡ X-tendo /
X-tendo Association for City’s Research with
the Means of Arts

Members: Victor Ivanov, Elena Koleva-
Ivanova, Eleonora Mihalkova, Lilia
Parvanova, Maria Popova, Tsvetelina
Gospodinova

Education
B.A. programs Acting and Directing,
Dance Theater and Stage Design, 
New Bulgarian University, Sofia

Performances

2004
Therefrom Hereto, ATA Center / Institute of
Contemporary Art, Sofia
O!, multimedia dance performance after
The Foam of the Days by Boris Vian, 
French Institute, Sofia

2003
Shadows from the Past, workshop and
installation, celebration of the Day of Sofia –
September 17th, in partnership with Art Hostel
Usually We Spend Our Time in the Garden
O!, fragment from the multimedia dance
performance The Foam after The Foam of the
Days by Boris Vian, Bridge of Lovers, Sofia,
in partnership with the French Institute 
and Art Hostel Usually We Spend Our Time
in the Garden
Workshop Being in Love, after the multimedia
dance performance The Foam, Chamla Kingdom
Project, Foundation Destination Bulgaria
Jam performance Special Arms, fragments
from multimedia dance performance The Foam,
part of Lates News, unstable performance in
Buferna Zona, Art Hostel Usually We Spend Our
Time in the Garden

2002
Prosvetka, performance in a city environment,
Sofia
The Foam, street performance, part of
multimedia dance performance The Foam, after
The Foam of the Days by Boris Vian, Day of
Sofia – September 17th, Sofia

ëÂÌÍË ÓÚ ÏËÌ‡ÎÓÚÓ, 2003, ëÓÙËfl
Shadows from the Past, 2003, Sofia

Ñ‡˜ÌËˆË ÓÚ å‡ÍÒËÏ ÉÓÍË, 2001-2002, ëÓÙËfl
Summerfolk by Maxim Gorky, 2001-2002, Sofia
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Summerfolk by Maxim Gorky, four 
performances in Art Hostel Usually We Spend
Our Time in the Garden, Sofia

2001
Summerfolk by Maxim Gorky, street
performance, Sofia
2000
Winter Story, street performance, Sofia

1999
Wedding, street ritual procession, Sofia
The Foam of the Days and the Last
Temptation on the Red Grass, street theater
scenes, Sofia

1998
Summerfolk by Maxim Gorky (I act), 
Balkan Young Theater Festival – Sofia’98

1997
Extraction of the Stone of Madness,
theatre fragments after a picture by
Hieronymus Bosch and a text by Appolinaire

Festivals

2003
Chamla Kingdom (with the workshop
Being in Love), Chamla village, the Rhodope
Mountains, Bulgaria

2002
Chamla Kingdom (with Summerfolk
by Maxim Gorky), Chamla village, the Rhodope
Mountains, Bulgaria

1998
Balkan Young Theater Festival – Sofia’98,
in Project Presentation Program with
Summerfolk by Maxim Gorky

1997
Summer Theater University Sliven’97, theatre
fragments Extraction of the Stone of Madness
after a picture by Hieronymus Bosch and a text
by Appolinaire

èflÌ‡Ú‡ Ì‡ ‰ÌËÚÂ Ë èÓÒÎÂ‰ÌÓÚÓ ËÁÍÛ¯ÂÌËÂ Ì‡
óÂ‚ÂÌ‡Ú‡ ÚÂ‚‡, 1999, ëÓÙËfl
The Foam of the Days and the Last Temptation on
the Red Grass, 1999, Sofia

éÔÂ‡ˆËfl Ì‡ „ÎÛÔÓÒÚÚ‡, 1997, ëÓÙËfl
Extraction of the Stone of Madness, 1997, Sofia

Ñ‡˜ÌËˆË ÓÚ å‡ÍÒËÏ ÉÓÍË, 2001-2002, ëÓÙËfl
Summerfolk by Maxim Gorky, 2001-2002, Sofia
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